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FOREWORD 


The temple, with icon-worship and devotional ritualism in Hindu and Jain 
religions of India is an institution having its antiquity in deep past reaching upto 
the Rgvedic times. Since then, its continuity of existence with certain 
improvisations commensurate with spatio-temporal requirements and socio- 
political changes has survived through centuries in India. Hindus have been deeply 
religious people and hence temples played the major role in their social, cultural 
and spiritual life. The Vedic belief in one Supreme Reality developed into a 
philosophy of monotheism, icon-worship and colourful devotional ritualism. The 
theistic philosophy of religion emphasized the worship of formful personal God in 
different names and varieties of charming iconicforms. Thus, it combined theory 
and practice of religion in a variety of aesthetically beautiful ways. 

Right from the Vedic times through the ages the references to temples and 
icon-worship are found in the ancient literature of the north and the south 
(especially Sangam poetry) of India. Perhaps, the creation of the monolithic or 
cave temples is exclusive claim of Indians in the world history. It speaks of the 
ingenuity in the engineering and architectural art and skill of Indians, who could 
conceive the whole plan-work topsyturvy in its inverted form and create them 
successfully without any defect or error, carving out from top to bottom in a 
perfectly marvelous finishing. 

Some twenty-five years ago, the excavations done at Bagor by Prof. 
Govardhandas Sharma and his team has found the evidence of the icon-worship 
and temple-tradition some 7000 — 8000 B.C.E. His findings were endorsed by the 
renowned archaeologist Dr. Hasmukh Sankalia. (‘Pathic’ Magazine, May 1984, 
Ahmedabad, p.8) The references to icons and iconworship are there in the gn 
BCE Panini’s work and in the Mahabhasya of Pataiijali. 

Kautilya’s ArthaSastra is a trusted text on purdtattva. It contains a good 
deal of information concerning icon-worship (mirti-puja). For instance, it states, 
“Tn the central part of the town /city should you construct temples unto Aparajita, 
Jayanta, Siva, Asvina etc. and in the right corners the Vastudevata should be 
installed... and approximately at 100 dhanus distance away should you construct 
inn (dharma-Sala) etc.” (See Kautiliyam Arthasasram, Ed. Pandit Shama Shastri, 
Govt. Oriental Library Series, Mysore). 

In older texts of Grhya-siitras and Srauta-siitras, we find the references to 
icon-worship and temples. Bodhdyana grhya-sutra states, ‘athato visnu- 
pratisthakalpam vyakhydsyamah ... devasya pratikrtim krtva...’ and similarly, in 
Kausika-siitra of Atharvaveda, it is frequently stated. ‘deva-marti used to dance, 
fall, smile and sing.’ There are some of the early references to iconworship 
pointing out to existence of iconography in the deep past. 

At the time of icon-consecration in the temples, the Vedic mantras uttered 
during the ancient time: ‘Namaste astvasmane’ “I offer my salutations to the Lord 
residing in this stone-icon”; and ‘ehyasyanama nisthasma bhavatu te tanuh’ 
(Atharva- 2/13/4). Here, the word ‘asman’ connotes stone-icon. The twenty-sixth 
Brahmana-text of Samaveda says, “If God’s icon (pratima) is installed with due 
consecration (prana-pratisthd), it gets energized with miraculous divine power.” 


The earliest references to icons and icon-worship we come across in the 
Vedas. Sukla Yajurveda Vajasaneya Samhita states in 1/15-16, “The hands of Surya 
(Sun) icons were broken by an idolatorrdksasa and hence they were then replaced 
with golden hands.” “There were beautiful silpa (icons) of the gods of day and 
night” (1/26). “The icon-carver is carving out a beautiful icon from timber” (1/28 
29). “Visvakarma and Tvasta were the celestial iconographers” (Taittiriya 
Aranyaka, Ed. Rajendralal Mitra, p.126). In Manu-smrti-176, one of the duties of a 
brahmacarin is the performance of daily-pija of deva-mirti (icon). 

“If any seeker of god ever wills of building a temple after god and acts on 
it, his stock of sins of all previous births are reduced to ashes”, says Agni-purana. 
Similarly, Visnudharmottara declares: “If a man gets a temple unto god built, he 
earns the merit worth the most difficult greatest yajfas (sacrifices) such as 
Rajasiiya and ASvamedha.” These acted as good motivation for the kings and the 
wealthy aristocrats in prompting them to undertake temple-construction unto the 
deities (ista-devatas) they adored. 

Another name for Vastu-sdstra is Sthapatyaveda and it is treated as the 
upaveda of Atharvaveda. The Ganitasdra-sangraha of Mahavira (9 century AD) 
details the requirement and application of mathematics (ganita) in the construction 
of temple-structures and architecture. This speaks of scientific outlook and 
engineering and architectural skills of our ancients. In addition, it also speaks of 
the knowledge of the science of land (bhiimi-pariksa) and soil analysis (geology), 
rock-testing (petrology), chemistry and metallurgy for metallicicons, gemology 
and environmentology. 

The temple-architecture and auxiliary sculpture of iconmaking have 
helped in creating memorable master pieces Music, dance, dramatics, painting and 
sacred lyrical poetry largely flourished under the canopy of iconworship and 
devotionalism. Many useful arts and crafts such as gardening, cooking, floral 
decorations, dress-making, jewellery and ornament-making etc. have all been 
developed and mobilized in the service of God as the devotional attempt of best 
offerings. So, the temple architecture and iconmaking indirectly remained the 
patronizer and perpetuator of many useful arts, crafts and skills through the age 
and thus kept the artist community alive, creative and constructive. 

If is often argued that God is omnipresent and alkpervading. So why do 
we need icons, icon-worship and temples? But, the great savant of Advaita 
(Absolute Non-dualism) Sri Sankaracarya too accepts and writes in Brahma-sitra- 
bhasya: ‘sarvagatastathapi brahmanah upalabdhyartham  sthanaviseso na 
viruddhyate Sdlagrama iva visnoh’ “Although Parabrahman is all-pervading / 
omnipresent, to reach and realize Him, one must accept His presence ina specific 
place (i.e. icon), just as we see Visnu in Salagrama to worship Him.” And in the 
same tune, more emphatically Srimad Ramanujacarya states in his Sribhasya: 

‘sarvago’pi bhagavan svamahimna  svdsddharana-saktimattaya ca  updasaka- 
kamaptirandya caksurdadisthanamuddesyo bhavati’ “Although God as omni 
present is everywhere, yet by His ultra-extra-ordinary power comes, presents and 
dwells Himself in icons to fulfill the lovelorn desires of His devotees.” Such 
conviction of the great Acaryas who had stupendous spiritual realization of God in 
their mystic vision is a great testimony, because the a@cdrya-vacanam paramam 
pramanam’. 
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Vanopanta-nadi-Saila-nirjharopanta-bhimisu / 
Ramante devata nityam purestidydanavatsu ca // 
- Brhat Samhita (55/8) 
“Gods play eternally where there are bush in orchards, in the greenery, on the 
banks of river, or on the top of hills with streams flowing down and in the cities full 
of well-planned gardens.” This is the reason why Visnudharmottara states, “The 
temples of God should be brought up in the well-planned cities in the central area, 
or in the midst of greenery and garden or on the shore of sea or on riverbank, or 
on the top of the hill or in the caves surrounded by streamlets, and the icons of 
God should be installed with due consecration therein.” 

Thus, the temples in India were viewed, not merely as buildings or 
structures but as the celestial home of God, and icons therein were not perceived 
as mere statues or images but as the very embodiment of God with all His gbry 
and divinity. Therefore, a temple was a living, pulsating abode of God for the 
ancient Hindu community. All their life and activities and customs therefore were 
God-centric. It was the source of solace and inspiration in their moral, cultural, 
religious and spiritual life and ascent. 

When is a marti (an icon) called ‘sundara’ (beautiful)? A text called 
Sukanasara on iconography says, “When an icon of a deity (god/goddess) is made 
in perfect proportion, neither excessive nor deficient, with symmetrical 
arrangements of different parts and limbs, not violating the principles of anatomy, 
then it is called ‘sundara’ (beautiful).” God’s form is described as ‘kandarpa- 
sahasra-manoharanga’ and ‘sadakisoram karunanidhénam’ in Skanda-purana 
(Vaisnava-khanda | Vasudeva-mahatmya Section/17) meaning “He possesses body 
(vigraha) which is mind-captivating and equals the beauty of thousands of Cupids” 
and “eternally He is like a teenaged youth who is a treasure-house of 
compassion.” Srimad Bhagavatam says, ‘saksat manmatha-manmathal i.e. “God is 
the Cupid of cupids personified!” Such descriptions have prompted artists in 
creating the ‘most beautiful icons’ with all aforesaid care. 

In the Silpa-grantha called Jaya’, fourteen kinds of temple-styles are 
enumerated. They are: 1) Nagara, 2) Dravida, 3)Latina, 4) Vairata, 5) Vimana, 6) 
Sarandhara, 7) Misraka, 8) Bhiamija, 9) Vimana-nagara, 10) Vimana-puspaka, 11) 
Vallabha, 12) Simhavalokana, 13) Phasanakara and 14) Ratharuha. Of these 
fourteen types, four major are Nagara, Dravida, Latina and Bhumija are visible 
even today largely; and the present research-work by K.K.C. Lakshmi Narasimhan 
deals especially with Dravida-style from the Vaikhdnasa standpoint. Most of these 
temples have a holy-legend associated with the place (sthala-purana), a holy tank 
of sanctified water-pond (pavitra-sthala-saras or Puskarini) and a holy tree specific 
to temple (sthala-vrksa). 

The author has blended well his knowledge of ancient Indian history and 
geography combined with legends and literature associated with each temple and 
icons therein. His delineation of Dhruva-bera, Vyiiha-form of icons and the 
Vibhava-form icons (avataras) with minute details, emblems, crown, posture etc. 
add to the value and utility of the work. His treatment of the forms of female- 
deities and parivara-devatas in all their minute but subtle details and informations 
has made this work a treasure of dependable facts. It was a pleasure going through 
the pages of this research-work which is value-added by well-select collection of 
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relevant coloured pictures and plates which substantiate his findings emphatically. 
The work deserves appreciation. 

Knowing as I did that K.K.C. Lakshmi Narasimhan hails from a learned 
brahmana family of Tenkalai Vaisnavite from Cholasimhapuram (present 
Sholinghur in Tamil Nadu) who were traditionally invested with responsibility of 
sampradaya care and promotion [for being the family member in lineage of the 
renowned Dasarathi (Mudaliyandan): the nephew of Sri Ramanujal right from the 
time of Sri Ramanuja. He was privileged to have his training both in Sanskrit and 
Ancient Indian History & Culture and thus acquired Vydkarana Siromani and 
Shiksha Shastri — B. Ed. as well as M.A., Ph. D. Realizing the fact that the interest 
in iconography and temple architecture with their Sastric directives and subtleties 
is declining in the present day scholars, he deemed his duty to do research in these 
fields, and thus pioneered the way for the new generation who would try to search 
for the authentic guidance from the works available in English. I am really happy 
to say he has fulfilled the expectations of mine and of many concerned scholars of 
present-day and yester-years. His keenness and care in presenting authentic 
support from the original texts has made this volume extremely valuable and 
useful for all those who are looking out for the reliable information on Vaisnava 
Iconography and Architecture from the Vaikhanasa standpoint. 

K.K.C. Lakshmi Narasimhan has done successfully well in delving deep 
into the old Vaikhanasa and Silpa texts and presenting them in all their 
ramification, fairly and objectively. He has covered a vast gamut making the 
volume a sort of source book for many more who would venture to work on these 
topics in future. The scholarly world will surely welcome this new addition to the 
literature on Indian Iconography and Temple Architecture in English, which I 
would praise it as the ‘best available work on Vaikhanasa Iconography.’ 

As I know him as a young scholar also wellversed in Pdaficaratra texts and 
tradition, it will not be too much to expect an equally studied research work on 
‘Paficaratra Iconography’ from him in future. I am sure he will not disappoint us. 


Prof. Ramesh Mahipatram Dave 


M.A., Ph. D 
Res: 10, Matru Prerana Director & Professor in-Charge 
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Ghatkopar (E), Mumbai-— 400 077. G.D. Somani School Buidling 


Cuffe Parade, Mumbai-— 4 00 005, 


Head, Dept of Philosophy (Retd) 
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& Commerce 
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PREFACE 


The style of Indian art and architecture is unique wherein aesthetic values 
are intertwined with philosophy and religion. Therefore, there is a little chance for 
deviation from the prescriptions and hence the tradition is carried on generation 
after generation for the centuries. As far as the field of temple art and architecture 
is concerned, whether in Brahmanic tradition or in Jainism and Buddhism, the 
orthodox system sustains the texts as far as possible. In the art of brahmanic 
sampradayas (sects) especially in Saivism and Vaisnavism, the Agamas has played 
the key role. Of the two Vaisnava Agamic traditions viz. Pdficaratra and 
Vaikhanasa, the former was prevalent in North India and the latter in South India 
predominantly. A number of scholars had already contributed towards the study of 
Vaisnava Iconography. However, there is still a vast scope for many more areas to 
be explored, with further available materials both of literature and monuments. I 
pay my homage to all the seers of ancient India and modern scholars. 

T.A. Gopinatha Rao (Rao), for the first time, obtained a manuscript of 
Vaikhanasagama text with umptin number of scribal errors and presented a few 
sections on iconography as Appendix in his voluminous work ‘Elements of Hindu 
Iconography’, a pioneer volume on Indian Art. His views had been followed by 
Dr. J.N. Banerjea and other authors like Dr. Champakalakshmi who had 
extensively worked on South Indian Vaisnava iconography. Dr. Kalpana Desai’s 
work is noteworthy on North Indian Vaisnava art. Dr. Ratan Parimoo’s work on 
Sesasayana Visnu icons is another significant work highlighting comparative study 
of North and South India. Some other contributors on iconography like Dr. 
Nandita Krishna based their study on the monuments. 

However, many icons found in South India had not been carefully studied 
and identified on account of the noravailability of the Silpa texts and Agamic 
texts which had been followed in South India in the rod-cut caves as well as the 
structural temples. Out of the two Vaisnava Agamas, Vaikhanasa tradition had 
played a vital role in South Indian art and architecture the same way Paiicaratra 
Agama did in North India. 

The well-known archeologists Sri. K.V. Soundara Rajan and Sri. K.R. 
Srinivasan who presented volumes on the cave temples of Tamil Nadu, Karnataka, 
Kerala, Andhra Pradesh and the Deccan based their study on the book of Rao. 
For all these scholars who succeeded Rao, his work on Vaikhanasagama text was 
the only source for study. However, it is only a small track selected by Rao and 
that too is unfortunately full of many errors. 

Until recently the complete Vaikhdnasa treatises were not available for 
study of scholars on account of two-fold difficulties — a) the texts themselves were 
in Telugu or Grantha script and b) the manuscripts were unnoticed as they were in 
the possession of only a few Arcakas (temple priests). It is exclusively on account 
of the recent efforts of Tirumala Tirupati Devasthanams tha the texts have now 
become available in Telugu and Devanagari scripts for wider readership. 

The present work based on Vaikhanasa Agamas is a systematic study of 
Vaisnava Iconography in all its aspects. The Vaikhanasa authors give elaborate 
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and specific rules regarding minute details on Iconography. They repeatedly advise 
the reader to consult silpa works. With due consideration to this advice, the 
present study has taken into consideration such works for clarification, comparison 
and further corroboration. 

Iam thankful to Prof. K.K.A. Venkatachari who initiated me into the filed 
of Agamas and directed me to undertake research on this topic under the guidance 
of Dr. G.K. Pai, an eminent scholar of Sanskrit and allied subjects. I express my 
gratitude to Prof. Pai for his patience to have gone through every relevant book in 
order to avoid any flaw or lacuna in the correct interpretation and justification of 
the terms and concepts of Vaikhanasa works. This is, for all I know, probably the 
first research work of its kind on the long awaited domain of Vaikhanasa. 

The Department of Hindu Religious Charitable Endowment of 
Government of Tamil Nadu, the custodiancaretaker of temples in Tamil Nadu, 
was very kind to grant me the permission to study the icons instaled in Visnu 
temples, without violating the templenorms and religious restrictions and 
prohibitions. Similarly, Archaeological Survey of India, Madras Circle which is 
jointly responsible for some Visnu temples as well as ancient monuments had 
granted me the permission for the study of the icons and photographing them for 
my research work. I express my sincere thanks to them. I am also thankful to the 
Trustees of Adivaraha (/fianappiran) Cave temple, Mamallapuram and Hereditary 
Trustees of Sundaravarada Perumal temple at Uttaramerur for their kind co 
operation in iconographic study for my research work. 

How do I forget to thank the French Institute of Pondichery (Institut 
Francais de Pondichery / Ecole Francaise d’ExtremeOrient), Pondichery, the 
State Museum of Pondichery Government, Pondichery, Prof. A-P. Jamkhedkar of 
Mumbai, Dr. Vaishali Welankar of Pune, Sri K. Varadarajan of Tirupati, Sri 
Madanagopalan of Kanchipuram, Sri Sattanathan of Chennai and Ananthacharya 
Indological Research Institute, for so whole-heartedly supplying photographs and 
pictures relevant to my theme. I thank also Ms. Simona Divya, a Research Scholar 
from Zurich University, Switzerland, for her suggestions, photographs and all sorts 
of help during my visit to rock-cuts at Mamallapuram (Tamil Nadu) and Udayagiri 
(Madhya Pradesh). , 

My brother Sri K.K.C.S. Badhri Narayanan, a Scholar of Sanskrit 
Grammar and a proficient scholar in Agamas, helped me in critically editing and 
justifying the texts used in this study, and thus helped me in deiphering the 
meaning and interpretations of many terms and contexts. My another brother Sri 
K.K.C. Vijaya Raghavan, a wellknown Temple Architect, groomed me in the field 
of sculpture and architecture in his workshop and sites of temple construction. This 
training helped me in practically realizing the value of certain insistences and 
prescriptions in Vaikhdnasa texts for the right line of interpretation and 
presentation of the views of this tradition. In my study, which involved many visits 
to various temples and rock-cut caves, these two brothers and my nephews Sri K. 
Sriraman and Sri K. Sridharan, accompanied me almost everywhere and extended 
their assistance in capturing the icons into the camera. I express my sincere thanks 
to all. 

I express my gratitude towards all the temple authorities and temple 
priests (Arcakas) both of Pdaficaratra and Vaikhdnasa traditions, especially Sri 
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Sundararaja Bhattar and other arcakas of Sthalasayana Perumal temple at 
Mamallapuram, Vaikuntha Perumal temple at Kanchipuram amd Sri Ranganatha 
Bhattar of Nemili, whose suggestions, though pertaining to temple rituals, are of 
great value in my study. 

I am thankful to Dr. (Mrs) Shrimathi A. Madiman, Library-In charge of 
National Centre for Performing Arts, Mumbai, and library authaities and staff of 
the Libraries at Mumbai University, French Institute of Pondicherry, Rashtriya 
Sanskrit Vidyapeetham of Tirupati, Bhandarkar Oriental Reseach Institute of 
Pune, Theosophical Society of Adyar (Chennai) and especially the Government 
College of Architecture and Sculpture at Mamallalpuram. 

I am also thankful to all the Professors of Ananthacharya Indological 
Research Institute particularly Dr. N.B. Patil, specialized in languages, Dr. HLS. 
Thosar, Historian, and Dr. A.P. Jamkhedkar, Sanskrit Scholar, Archeologist and 
Art historian, for their valuable suggestions and counsels in my research work; 
similarly, I am equally thankful to Sri Venkatanathan (Sanskrit Dept.) and Sri M. 
Srinivasan (Music Dept.) and all other academic staff of technicalsubjects and all 
student-scholars in the Government College of Architecture and Sculpture at 
Mamallapuram as well as all the sculptors and architects of Mamallapuram. I 
express my gratitude to my friend scholar Sri R. Venkat, and a word of special 
thanks to Dr. Vaishali Welankar who had finished her research on Visnu’s 
iconography in Maharashtra, for her kind suggestions. My thanks are due to Ms. 
Hema Balachandran, Librarian, and all the staff members of Ananthacharya 
Indological Research Institute. I am abo thankful to Sri P.K. Nagarajan of 
Mumbai and his family for all sorts of assistance in my research work. 

I am grateful to Prof. Ramesh M. Dave, the Director of Ananthacharya 
Indological Research Institute and a practical philosopher, whose encouragement 
is instrumental in my research, for his Foreword and kind valuable logiebased 
suggestions and advises that helped me to present the research work in a book 
form. 

I express my sincere thanks to the President Sri P.B. Srinivasacharya 
Swami and the Trustees of Shri Venkatesh Devasthan, Fanaswadi, Mumbai and 
also the President Sri. S.B. Somani and members of the Governing Council of 
A.LR.J. for whole-heartedly sanctioning financial assistance towards the 
publication of this book. 

The presentation of this book with a number of plates and illustrations 
neatly printed has become possible only on account of the technical support and 
help of Sri Surendra Rao of Ananya Infoservices, Mumbai and his Team. Besides, 
I express my thanks to B.D. Somani Academy of Digital Communications, 
Mumbai for the kind help. I am thankful to Sri Ashok Bagwe of Sundaram Art 
Printing Press, Mumbai, who promptly brought out the book with neat printing 
and good binding. 


K.K.C. Lakshmi Narasimhan 
Sarvajit Simha Ardra 
(Avani Tiruvadirai) 
17-08-2007 


Xl 


Plate 


II 


Ul 


VI 


vil 


Vl 


XI 


ae 


s 


9 


i oe 


oP 


Te oP 


porpgPpoAnTpreacgp 


LIST OF PLATES 


Description 
Ajnijali-hasta, Pitattalvar (Bhitayogi), Sthalasayana Perumal 
Temple, Mamallapuram 
Utsava-bera, SthalaSayana Perumal Temple, Mamallapuram 
Utsava icons, Tirumala Hills, Tirupati 
Tirumankai Alvar (Parakala), Tirunagari 
Sthanas (Dispositions) of icons 
Rjvagata or Rjusthana 
Ardharjvagata or Anrju 
Sacikrta or Sdcisthana 
Bhittisthanaka or ParSvagataparavrita 
Sdacikrta-paravrtta 
Rjuparavrtta or Rjvagataparavrtta 
Visnu, rock-cut cave, Tiruvellarai 
Visnu, rock-cut cave, Kilmavilangai 
Visnu, rock-cut cave, Kurattiyarai 
Visnu, rock-cut cave, Sevvalpatti 
Visnu, rock-cut cave IV, Bhairavakonda 
Panel of Sthanaka Visnu, left side, Narttamalai 
Panel of Sthanaka Visnu, right side, Narttamalai 
Adimirti, Narasmha rock-cut Temple, Namakkal 
Adimirti, Dasavatara Temple, Deogarh 
Visnu in eka-tala Temple, Bas-relief of Arjuna’s Penance, 
Mamallapuram 
Yogasthanaka Visnu with Ananta, Adivaraha (/fanappiran) 
cave Temple, Mamallapuram 
Yogasthanaka Visnu, V.P. Temple, Kanchipuram 
Yogasthanaka Visnu 
Trimiurti rock-cut cave, Mamallapuram 
Rock-cut cave, Tiruchirappalli 
Vaisnava rock-cut cave, Malaiyadippatti 
V.P. Temple, Kanchipuram 
Yogasthanaka Visnu, rock-cut cave, Tirumalapuram 
Yogasthanaka Visnu, V.P. Temple, Kanchipuram 
Yogasthanaka Visnu, V.P. Temple, Kanchipuram 
Bhogasthanaka Visnu 
Ninranampi Temple, Tirukkurunkudi 
Vaisnava rock-cut cave, Malaiyadippatti 
Bhogasthanaka Visnu 
Kalamegha Perumal Temple, Tirumokur 
Ninrandrayana Perumal Temple, Tiruttankal 
Virasthanaka Visnu, V.V.P. Temple, Nemili 
Visnu with Sridevi, Kailasanatha Temple, Kanchipuram 
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Description 
Visnu, rock-cut cave, Kunnakkudi 
Yogasana Visnu, V.P. Temple, Kanchipuram 
Virdsana Visnu, rock-cut cave, Tirupparankunram 
Virdsana Visnu, Cave III, Badami (after K.V. Soundara 
Rajan, 1981) 
Virdsana Visnu, Hucchappayanatha Temple, Aihole (after 
Nandita Krishna, 1980) 
Bhogasana Visnu, Vaisnava rock-cut cave, Malaiyadippatti 
Bhogasana Visnu, Cave XIV (Ravan-ki-khai), Ellora 
Bhogasana Visnu, Vaikunthavasa Perumal Temple, Nemili 
Bhogasana Visnu, Nilamegha Perumal Temple, Thanjavur 
Bhogasana Visnu, Iruntanambi Temple, Tirukkurunkudi 
Asana Visnu 
Vijayasana Perumal Temple, Varagunamangai 
Vaikunthanatha, V.P. Temple, Kanchipuram 
Pravalavarna, Pavalavanna Perumal Temple, Kanchipuram 
Sayana Visnu, Shore Temple, Mamallapuram 
Sayana Visnu, (placed outside), V.P. Temple, Kanchipuram 


YogaSayana Visnu, Mahisamardini mandapa, 
Mamallapuram 

Yogasayana Visnu, rock-cut cave, Undavalli 

Headside 


Sage and Garuda (head side of recumbent Visnu) 

Brahma and Ayudha-purusas on the posterior wall above 
Madhu and Kaitabha at footside 

Sage in adoration at footside 

YogaSayana Visnu, rock-cut cave, Singavaram 

Madhu and Kaitabha at foot side, Singavaram 

Sayana Visnu, rock-cut cave, Mallur 

YogaSayana Visnu, Vaisnava rock-cut cave, Malaiyadippatti 
View from front left side 

Markandeya at headside 

Bhudevi at footside 

Yogasayana Visnu, Vaisnava rock-cut Temple, Tirumeyyam 
Headside 

Brahma and A yudha-purusas 

Narada and Sages near the head 

Sayana Visnu, rock-cut cave, Udayagiri 

Sage at foot side 

Sayana Visnu, Dasavatara Temple, Deogarh 

Sayana Visnu, Brahmanical cave, Bhokardan 

Sayana Visnu, Cave XIV, Ellora 

Sayana Visnu, Terracotta plaque, Bhaitargaon 

(after Nandita Krishna, 1980) 

Yogasayana Visnu, middle tala, V.P. Temple, Kanchipuram 
Sayana Visnu, Kitantanambi Temple, Tirukkurunkudi 
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Description 
Sayana Visnu 
Vativalakiyanampi Temple, Koyiladi (Tiruppernagar) 
Vatapatrasayi Temple, Srivilliputtur 
Gajendravarada Perumal Temple, Kapistalam 
Matsya, V.P. Temple, Kanchipuram 
Kirma, V.P. Temple, Kanchipuram 
Mohini form of Visnu, V.P. Temple, Kanchipuram 
Kirma, Bhandak, (now in Central Museum, Nagpur), 
Varaha, Varaha mandapa rock-cut, Mamallapuram 
Varaha, Adivaraha cave Temple, Mamallapuram (before 
renovation) 
Varaha, Nityakalyana Perumal Temple, Tiruvidaventai 
Varaha, Narasimha rock-cut Temple, Namakkal 
Varaha, V.P. Temple, Kanchipuram 
Varaha, rock-cut cave, Tirupparankunram 
Varaha, V.P. Temple, Kanchipuram 
Varaha, Vaisnava rock-cut cave, Malaiyadippatti 
Varaha, Cave XIV, Ellora 
Varaha, Shore Temple, Mamallapuram 
Narasimha, rock-cut cave, Agiripalle 
Narasimha, Vaisnava rock-cut cave, Malaiyadippatti 
Narasimha, V.P. Temple, Kanchipuram : 
Narasimha, Ranganatha rock-cut Temple, Namakkal 
Narasimha, Ramtek 
Narasrmha in combat, Kailasanatha Temple, Kanchipuram 
Narasimha in combat, Cave XV, Ellora 
Narasimha in combat, S.N. Perumal Temple, Tirukkottyur 
Narasimha (Hiranya-vadha), Rock-cut cave, Undavalli 
Narasitnha, Narasimha rock-cut, Namakkal 
Narasimha, southern corridor, Kailasa, Ellora 
Narasimha, rock-cut cave, Tirupparankundram 
Narasimha, Mahadeva cave, Kharusa 
Narasimha, Mukundanayanar Temple, Mamallapuram 
Sudarsana Narasimha, locality unknown 
Narasimha in bhadra-kostha, Vettuvankoil, Kalugumalai 
Narasimha, $.N. Perumal Temple, Tirukkottiyur 
Trivikrama, Varaha mandapa rock-cut, Mamallapuram 
Trivikrama, rock-cut cave, Undavalli 
Trivikrama, Kailasanatha Temple, Kanchipuram 
Trivikrama, Narasimha rock-cut Temple, Namakkal 
Trivikrama, Ranganatha rock-cut Temple, Namakkal 
Trivikrama, Cave XV, Ellora 
Trivikrama, Ramtek 
Trivikrama, Trivikrama Temple, Tirukkovalur 
Trivikrama, V.P. Temple, Kanchipuram 
Vamana and Bali, V.P. Temple, Kanchipuram 
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Description 
Trivikrama, Singanallur (after C. Sivaramamurti, 1981) 
Trivikrama, Trivikrama Temple, Sirgazhi 
Rama, Kodandaramasvami Temple, Madhurantakam 
Rama, Pudu Agraharam 
Balabhadra with Revati, Brahmanical rock-cut, Bhokardan 
Balagopala, Private collection, Mamallapuram 
Rajagopala, Shri Venkatesh Devasthan, Mumbai 
Govardhanadhara, Krsna mandapa, Mamallapuram 
Balabhadra, cattle and cowherds 
Govardhanadhara, Cave XV, Ellora 
Govardhanadhara, V.P. Temple, Kanchipuram 
Govardhanadhara, southern corridor, Kailasa, Hlora 
Govardhanadhara, Mahadeva cave, Kharusa 
Kaliyamardana, Dharmardajaratha monolith, Mamallapuram 
(after Ratan Parimoo, 1983) 
Kaliyamardana, Kailasanatha Temple, Kanchipuram 
Kaliyamardana, southern corridor, Kailasa, Ellora 
Kaliyamardana, Mahadeva rock-cut cave, Kharusa 
Kaliyanartana, Vaikunthavasa Perumal Temple, Nemili 
Kaliyanartana, N.Y. Shastri Collection, Adyar, Chennai 
Kaliyanartana, Uttukkadu 
Parthasarathi (probably), Vinoba Ashrama, Paunar 
Buddha, V.P. Temple, Kanchipuram 
Kalki, V.P. Temple, Kanchipuram 
Astabhuja Visnu, V.P. Temple, Kanchipuram 
Astabhuja Visnu, V.P. Temple, Kanchipuram 
Garudaridha, V.P. Temple, Kanchipuram 
Gajendramoksana, V.P. Temple, Kanchipuram 
Garudartdha, Kailasanatha Temple, Kanchipuram 
Gajendramoksana, Rangmahal, Kailasa, Ellora 
Harisankara, Adivaraha Temple, Mamallapuram ~ 
Harisankara, Ranganatha rock-cut Temple, Namakkal 
Harisankara, rock-cut cave, Pillaiyarpatti 
Harisankara, rock-cut cave [X, Bhairavakonda 
Trimirti panel, rock-cut cave IV, Mogalrajapuram 
Manmatha and Rati, western sopdnabhitti, Sundaravarada 
Perumal Temple, Uttaramemur 
Sage Mudgala, northern sopdanabhitti, Sundaravarada 
Perumal Temple, Uttaramerur 
Senesa-anugraha, V.P. Temple, Kanchipuram 
Dhvajarohana, Venkatesvara Temple, Tirumala Hills 
Garuda, Tirukkurunkudi 
Garudaseva, Venkatesvara Temple, Tirumala Hills 
Cakra-snana, VenkateSvara Temple, Tirumala Hills 
Cakra (Sudarsana), Venkatesvara Temple, Tirumala Hills 
Sudarsana, Kalamegha Perumal Temple, Tirumokur 
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Description 
SudarSana, Sthalasayana Perumal Temple, Mamallapuram 
Sudarsana, S.N. Perumal Temple, Tirukkottiyur 
Brahma, Adivaraha Temple, Mamallapuram 
Brahma, V.P. Temple, Kanchipuram 
Brahma, Trimirti rock-cut cave, Mamallapuram 
Siva (Gangadhara), Adivaraha Temple, Mamallapuram 
SomAaskanda, Kailasanatha Temple, Kanchipuram 
Siva, Trimirti rock-cut cave, Mamallapuram 
Candea (believed to be Parasurama), Kilappaluvur 
Vakratunda, rock-cut cave, Kunnattur 
Vakratunda, Kailasanatha Temple, Kanchipuram 
Surya, rock-cut cave, Tiruchirappalli 
Skanda, rock-cut cave, Tiruchirappalli 
Pithalaksmi (Pankajavalli), Pundarikaksa Perumal Temple, 
Tiruvellarai 
Gajalaksmi, Adivaraha Temple, Mamallapuram 
Sridevi and Bhidevi, $.N. Perumal Temple, Tirukkottiyur 
Vagdevi, southern sopdnabhitti, Sundaravarada Perumal 
Temple, Uttaramerur 
Gajalaksmi, rock-cut cave XIV, Ellora 
Gajalaksmi, Varaéha mandapa rock-cut, Mamallapuram 
Nidra, Adivaraha Temple, Mamallapuram 
Durga, rock-cut cave, Singavaram 
Durga, Varaha mandapa rock-cut , Mamallapuram 
Jyestha, Kailasanatha Temple, Kanchipuram 


Jyestha, Kailasanatha Temple, Kanchipuram 

Jyestha, Seliyamedu (State Museum), Pondichery 

Jyestha, Local Amman shrine, Kilapaluvur 
Saptamatr-gana, Kailasanatha Temple, Kanchipuram 
Brahmi, Mdahesvari and Kauméari, Saiva rock-cyut cave, 
Malaiyadippatti 

Indrani, Malaiyadippatti 

Vaisnavi, Malaiyadippatti 

Varahi, Malaiyadippatti 

Kali, Malaiyadippatti 

Madhiicchista-pratima (wax model) of Hanuman 

Metal icon of Hanuman after finish-work 

Metal icon of Visnu (after C. Sivaramamurti, 1983) 

Metal icon of Visnu (after C. Sivaramamurti, 1983) 

Visnu in painting, Kailasanatha Temple, Kanchipuram 
Mayiradhvaja, rock-cut cave, Malaiyadippatti 
Kukkutadhvaja, rock-cut cave, Malaiyadippatti 

Stone icon with stucco, Adivaraha Temple, Mamallapuram 
Pandavadita Perumal (Padakam) Temple, Kanchipuram 
Three-storeyed Kitalalakar Temple, Madurai 
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Plate Description 

Three-storeyed S.V. Perumal Temple, Uttaramerur 
Three-storeyed Vaikuntha Perumal Temple, Kanchipuram 
Three-storeyed S.N. Perumal Temple, Tirukkottiyur 
Adivaraha Temple (Paramesvara Mahavaraha Visnu-grha), 
external view with later addition, Mamallapuram 


LX 


eo FPO 


Photos Courtesy 


Ananthacharya Indological Research Institute, Mumbai 
Plate Nos. XXXII b XXXIX c XLUI b 


Sri Madanagopalan, Kanchipuram 
Plate No. Ild 


Sri K. Varadarajan, Tirupati 
Plate Nos. XLVII b, d, XLVIITI a, b 


Dr. A.P. Jamkhedkar, Mumbai 
Plate Nos. XXII c XXIV a XLII d 





Ms. Simona Divya, Switzerland 


Plate Nos. XXII a, b 

Dr. Vaishali Welankar, Pune 

Plate Nos. XXII a XXVId XXX e XXXII d 
XXXV c XXXVI b XXXIX a XLI d XLII d 


Sri Sattanathan, Chennai 


Plate Nos. XLII a,c 

Institut Francais de Pondichery / Ecole Francaise d’Extreme-Orient 

Plate Nos: Ul IV Va VII b,c 
Villa IXb XIc Xiila xIVa 
XVHI XIX XX XXI XXVIII a,c 
XXIX b XXXa,b,d XXXId XXXII a,c XXXII c 
XXXIV b XXXV XLVIb,c,d XLVIIa Lil a,c,d 
LIV b LVI b-f LVIIb, c Lix be 


XVil 


BIBLIOGRAPHY 


ORIGINAL SOURCES 
Archaeological 
Epigraphia Indica 
Pallavar Cheppedugal Muppatu, International Institute of Tamil Studies (IITS), 
Madras 
Pandiar Cheppedugal Pattu, TTS, Madras, 1967 
South Indian Inscriptions 


Vaikhanasa Works 

Ananda Samhita, Tirumala Tirupati Devasthanams (TTD), Tirupati, 1998. 
Kasyapa Jnanakanda, Ed. R.B. Parthasarathi Bhattacarya, TTD, 1960. 
Khiladhikara, Ed. R.B. Parthasarathi Bhattacarya, TTD, 1961 (1* edn). 
Kriyadhikara, Ed. S$.B. Raghunathacharya, TTD, 1982 (2 edn). 

Prakirnadhikara (Telugu script), Ed. K. Srinivasa Bhattacarya, TTD, 1997. 
Prakirnadhikara (Telugu script), Vaikhanasa Vidyanilaya, Chennai, 1851 Gaka). 
Samirtarcanadhikarana, Ed. V.R.C. Bhattacarya & Ramakrishna, TTD, 1946. 
Vaikhanasagama, Ed. K. Sambasiva Sastri, Trivandrum Sanskrit Series, 1935. 
Vasadhikara (Telugu Script), Ed. D.V. Ramanujacarya and Vikhanasa 
Bhattacarya, TTD, 1999. 

Vimanarcanakalpa, Ed. V. Raghunatha Cakravarti Bhattacarya & Setu 
Madhavacarya, Venkateswara Mudranalaya, Chennai, 1926. 

Vimanarcanakalpa (Telugu script), Vaikhanasa Vidyanilaya, Yigavarilem, 1927. 
Yajnadhikara (Telugu script), Ed. D. Rangacarya, Vaikhanasa Vidyanilaya, 
Yigavarilem, 1931. 

Yajnadhikara (Telugu script), Ed. K. Srinivasa Bhattacarya, TTD, 1997. 


Paiicaratra and Saiva Agamic Works 

Ahirbudhnya samhita, Ed. M.D. Ramanujacarya, Adyar Library, Madras, 1916. 
Ajitagama, Vol.1, Ed. N.R. Bhatt, Institut Francais D’Indologie, Pondichery, 1964 
Isvara samhita, Ed. P.B. Ananthacharya Swami, Sudarsana Press, Kanehiporan, 
1923. 

Padma samhita, Part I, Ed. Seetha Padmanabhan and R.N. Sampath, Pancaratra 
Parisodhana Parisad, Madras, 1974. 

Parasara samhita — Sri Pancharatra Agama Samrakshana Trust Srirangam, 2000. 
Pauskara Samhita, Ed. Yatiraja Sampathkumara Ramanuja Muni, Bangalore, 
1934. 

Visvaksena samhita, Ed. L.N. Bhatta, Kendriya Sanskrit Vidyapeetha, Tirupati, 
1972. 


Silpa Works 

Brahmiya-citrakarmasastra, Ed. V. Sundara Sarma & G. Nagaraja Rao, Sarasvati 
Mahal, Tanjore, 1960. 

Kasyapasilpa, Ed. Vinayak Ganesa Apte, Anandasrama Press, Pune, 1926. 
Kasyapasilpa-Sastra, Part | & I, Ed. K.S. Subrahmanya Sastry, Sarasvati Mahal, 
Tanjore, 1960 and 1968. 

Manasara, Ed. P.K. Acharya, Oriental Books, New Delhi, 1979 (2“ edn). 


XViil 


Sakaladhikara, Ed. K. Vasudeva Sastry, Sarasvati Mahal, Tanjore, 1961. 
Samaranganasitradhara, Vol. I & I, Ed. T. Ganapati Sastri, Gaekwad’s Oreintal 
Series No.XXV, Central Library, Baroda, 1924, 1925. 
Sarasvatiya-citrakarmasastra, Ed. K.S. Subrahmanya Sastri, Sarasvati Mahal, 
Tanjore, 1960. 


Sanskrit and Tamil works 

Abhilasitaértha-cintamani of Somesvaradeva, Part I, Ed. R. Shama Sastry, 
Oriental Library Publications Sanskrit Series No.69, University of Mysore, 1926. 
Aitareya Brahmana, Ed. Krishna Bhatta, Nirnaya Sagar Press, 1925. 

Amarakosa, Ed. Krishnaji Govind Oka, Upasana Prakashan, Delhi, 1981. 
Avantisundarikatha of Dandin, Surnad Kunjan Pillai, Trivandrum, 1954. 
Gitabhasya of Ramanuja, Trans. M.R. Sampatkumaran, A.I.R.I., Mumbai, 1885. 
Mahanarayana Upanisad, Sri Ramakrishna Math, Madras, 1968. 

Mutal Tiruvantati of Poykai Alvar, Ed. Krishnaswamy Ayyangar, Trichy, 1986. 
Nalayira Divya Prabandham, Ed. S. Krishnaswamy Ayyangar, Chennai, 1981. 
Ramayana of Valmiki, Pub: N. Ramaratnam, Chennai, 1958. 
Sandhyavandanabhasya of K. Srinivasa Ayyangar, Sri Vaishnava Sudarsanam, 
Trichy. 

Susruta samhita, Vol. Ill, Trans. K.K. Bhishagratna, Chowkhamba, Varanasi, 
1999. 

Taittiriya-upanisad, Ubhaya Vedanta Granthamala, Chennai, 1973. 

Visnu Purana, Ed. Kanchi P.B. Annangaracharya, Kanchipuram, 1972. 
Visnudharmottara Purana, 3 Khanda Vol.1, Ed. Priyabala Shah, Oriental 
Institute, Vadodara, 1994. 


SECONDARY SOURCES 
Balasubrahmanyam, S.R., Early Chola Temples, Orient Longman, New Delhi, 
1971, i 
Balasubrahmanyam, S.R., Later Chola Temples, Mudgala Trust, Madras, 1979. 
Balasubrahmanyam, S.R., Middle Chola Temples, Thomson Press, Faridabad, 
1975. 
Banerjea, J.N., Religion in Art and Archaeology (Vaishnavism and Saivism), 
University of Lucknow, 1968. 
Banerjea, J.N., The Development of Hindu Iconography, Munshiram Manoharlal, 
New Delhi, 1985 (4 edn). 
Banerjee, P., The Life of Krishna in Indian Art, National Museum, New Delhi, 
1978. 
Bhat, M.S., Vedic Tantrism, Motilal Banarsidass, Delhi, 1987. 
Champakalakshmi, R., Vaisnava Iconography in the Tamil Country, Orient 
Longman, 1981. 
COLAS Gerard, Le temple Selon Marici, Institute Francais D’indologie, 
Pondichery, 1986. 
Coomaraswamy A.K., Mirror of Gestures, Munshiram Manoharlal, New Delhi, 
1977 
Dayalan, D., Early Temples of Tamil Nadu - Their Role in Socio-Economic life (c. 
A.D. 550 - 925), Harman Pub. House, New Delhi, 1992. 
Desai, Kalpana, [conography of Visnu, Abhinav Publications, New Delhi, 1973. 


XIX 


Gopinatha Rao, T.A., Elements of Hindu Iconography, Motilal Banarsidass, Delhi, 
1993 (Reprint). 

Goudriaan, T., KaSyapa’s Book of Wisdom (Kasyapa-Jranakanda), Ed. J. Gonda, 
Mouton & Co, The Hauge, 1965. 

Gupta, Shakti M., Plants in Indian Temple Art, B.R. Pub. Corporation, Delhi, 
1996. 

Harle, J.C., Gupta Sculpture, Munshiram Manoharlal, New Delhi, 1996. 

Kane, P.V, History of Dharmasastra, Vol. II, Part I, Bhandarkar Oriental 
Research Institute, Poona, 1974 (2 edition). 

Kane, P.V, History of Dharmasastra, Vol. IV., B.O.R.I., Poona, 1973. 

Krishna Nandita, The Art and Iconography of Vishnu-Narayana, Taraporevala, 
Bombay, 1980. 

Liebert Gosta, Iconographic Dictionary of the Indian Religions, Sri Satguru, Delhi, 
1986 (2"4 edn). 

Marguerite —- Marie Deneck, Indian Sculptures, London, Hamlyn, 1970 (Rev. edn). 
Minakshi, C., Administration and Social Life Under Pallavas, University of 
Madras, 1977 

Nagaswami, R., Tantric cult of South India, Agam Kala Prakashan, Delhi, 1982. 
Nagaswami, R., Uttaramerur — Legends, Histoire, Monuments, Institute Francais 
D’indologie, Pondichery, 1970. 

Parimoo Ratan, Sculptures of Sesasayi Visnu, M.S. Univeristy of Baroda, 
Vadodara. 

Raman, K.V., Sri Varadarajaswami Temple - Kanchi, Abhinav Pub., New Delhi, 
1975. 

Reddiyar N. Subbu, Pdndindttut Tiruppatikal (Tamil), S.R. Subramania Pillai 
Publishers, Tirunelveli, 1977. 

Sastri, Krishna H., South-Indian Images of Gods and Goddesses, Bharatiya Pub. 
House, Delhi, 1974. : 
Sharma, R.C., Mathura Museum Introduction (Pictorial Guide Book), 
Archaeological Museum, Mathura, 1971. 

Sivaramamurti, C., Chitrasutra of Vishnudharmottara, Kanak Pub., New Delhi, 
1978. 

Sivaramamurti, C., Nataraja in Art, Thought and Literature, National Museum, 
New Delhi, 1974. 

Sivaramamurti, C., Panorama of Jaina Art, Times of India, 1983. 

Sivaramamurti, C., South Indian Bronzes, Lalit Kala Academy, New Delhi, 1981 
Sivaramamurti, C., Sri Laksmi in Indian Art and Thought, Kanak Pub., New Delhi, 
1982. 

Smith, H. Daniel and Venkatachari, K.K.A.. A Sourcebook of Vaisnava 
Iconography, Pancaratra Parisodhana Parisad, Madras, 1969. 

Soundara Rajan, K.V., Cave Temples of the Deccan, Archaeological Survey of 
India, 1981. 

Soundara Rajan, K.V., Glimpses of Indian Culture — Architecture, Art and Religion, 
Sundeep Prakashan, Delhi, 1981. 

Soundara Rajan, K.V., India’s Religious Art, Cosmo Publications, New Delhi, 
1982. 


XX 


Soundara Rajan, K.V., Rock-cut Temple Styles —- Early Pandyan Art and the Ellora 
Shrines, Somaiya Publications, Mumbai, 1998. 

Soundara Rajan, K.V., The Art of South India- Tamil Nadu and Kerala, Sundeep 
Prakashan, Delhi, 1978. 

Srinivasan, K.R., Cave Temples of the Pallavas, Archaeological Survey of India, 
New Delhi, 1993 (Reprint). 

Varadachari, V., Agamas and South Indian Vaisnavism, Prof. M. Rangacharya 
Memorial Trust, Madras, 1982. 

Walker, Benjamin, Hindu world, Munshiram Manoharlal, New Delhi, 1983. 


Research Papers / Articles 

Banerjea, J.N., ‘Srimad Bhagavata — The place of its origin’, Indian Historical 
Quarterly, Vol.27, No.1, 1951. 

Bhattacharya, G., ‘A special Type of Devi Figure from Bihar and Bengal’, Facets 
of Indian Art, Eds. Robert Skelton, etc., Heritage Publishers, New Dehi, 1987. 
Biwania Rakesh, ‘Bird Menace in Monuments’, Studies in Biodeterioration of 
Materials —1, INTACH Indian Council of Conservation Institutes, Lucknow, 2001. 
Donaldson, Thomas Eugene, ‘The Cult of Parasurama and its Popularity in 
Orissa’, Studies in Jain Art and Iconography and Allied Subjects, Oriental Institute, 
Vadodara, 1995. 

Douglas Barrett, ‘A Group of Bronzes From The Deccan’, Lalit Kala Nos. 3-4, 
April, 1956, March 1957 

Gupta Chandrashekhar, ‘Some Syncretistic Representations’, Praci-prabha 
Perspectives in Indology, Harman Pub. House, New Delhi, 1989. 

Gode, P.K., ‘Some Cultural Gleanings from the Jfdnakanda of the 
Kasyapasamhita of the Vaikhanasas’, Studies in Indian Cultural History, Vol. I, 
Vishveshvaranand Vedic Research Institute, Hoshiarpur, 1961. 

Lutzker Mary-Ann, ‘A Reinterpretation of the Relief Panel at Mamallapuram’, 
Chavi-2, Rai Krishnadsa Felicitation Volume, Bharat Kala Bhavan, Banaras, 1981 
Nigam, M.L, ‘Early Iconography of Vishnu in Andhra’, Srinidhih — Perspectives in 
Indian Archaeology, Art and Culture, New Era Pub., Madras, 1983. 

Panikkar Shivaji K., ‘The Regional Tradition of Early and Medieval Sapta Matrka 
Sculptures in Western India (Rajasthan and Gujarat)’, Studies in Jaina Art and 
Iconography and Allied Subjects, Oriental Institute, Vadodara, 1995. 

Parimoo Ratan, ‘Kaliya Mardana Krishna Images from South India’, Srinidhih - 
Perspectives in Indian Archaeology, Art and Culture, New Era Pub., Madras, 1983. 
Raman K.V., ‘Laksmi (Tiru) from Tamil Sources’, Sri-Laksmi — Legends and 
Lores, Ananthacharya Indological Research Institute, Mumbai, 1999. 


XX1 


Asanas & Hastas (Mudras) 













Padmasana Ardha-utkatika Utkatikasana 


Svastika 


be 


Kartarimukha Uruhasta Katihasta Gaja-hasta 
Tarjani-mudra Siici-mudra Musti-hasta Uddhrta-prasarita 
i 
HEI 4 
ke hi? 
Let é 
Tadana-hasta Dhanur-hasta Dola-hasta Puspaputa 


XXil 


CHAPTER I 
INTRODUCTION 


“Visnu is highest amongst the gods (paramah), Agni is the lowest 
(avamah) and all other gods are in the middle”, states Aitareya-brahmana' 
which confirms the position of Visnu as the head of the divine beings. The 
same concept developed in the Mahabharata and the Puranas gave raise to 
further development of the cult of Visnu i.e. Vaisnavism. In addition to 
Purusasikta, Satapatha-brahmana and other Vedic passages, the 
Mahabharata and Visnu-purdna were instrumental for the promotion of the 
Bhagavata cult and for the full-fledged worship of Visnu. In addition to the 
above, the bhakti movement of the Vaisnava hymnist saints known as 
Alvars played an important role in the spread of this major cult thus, 
paving way for the worship and means and media of worship i.e. icons and 
structures to house the icons. The Agamic literature had further developed 
this in a grand manner. 


The antiquity of Vaisnava cult and worship can be traced back to 
the period of Mahabharata. However, the representations of Visnu can be 
noted from the time of Panini and concrete evidences in plastic art form 
are traceable from the time of Heliodorus, a Greek ambassador who 
erected a Garuda-stambha at Vidisa (Madhya Pradesh). A number of 
inscriptions stand as evidences of the icons and the temples. Visnu’s icons 
and temples found not only in India but also in other eastern countries 
stand examples for the development and status of the Vaisnavism. 
However, one can notice the differences in style and methods of 
representation in the icons and temples of Visnu in North India and South 
India, by the injunctions of religious-cum-silpa literarure rather the 
regional variation and the styles of the sculptors. A survey of Visnu’s 
images and temples belonging to the period prior to 8" century AD 
especially in South India confirms this but, at the same time, raises a 
question about the source/key for the architecture and iconography of 
Visnu. The complete systematic development of Vaisnava iconography is 
to be credited to the religious-cum-silpa literature rather than the silpa 
texts alone. 


The three-tiered temples of Visnu at Kanchipuram (Vaikuntha 
Perumal), Madurai (Kutalalakar), Tirukkostiyur (Saumyanarayana 
Perumal) and Uttaramerur (Sundaravarada Perumal), all in present Tamil 
Nadu and belonging to the period prior to 9" century AD, stand the best 





' Aitareya Brahmana.1.1.1. agnirvai devanamavamo visnuh paramastadantarena 
sarva anya devatah. 
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examples of Prasdda type architecture. The unique feature of all of them is 
that Visnu is depicted in three postures viz. sthanaka (standing), dsina 
(seated) and Sayana (recumbent) in three different garbha-grhas (sanctum 
sanctorum) one above the other. Sundaravarada Perumal temple at 
Uttaramerur is unique, as it has nine garbha-grhas for nine forms (nava- 
murti) of Visnu. Even the architectural features of these temples are 
astonishing. 


A group of religious literature had undoubtedly promoted 
iconography of Visnu and the structures (temples) for the worship of 
Visnu. The works on Silpa-sastra are more but as far as Vaisnava art is 
concerned, we come across one complete work viz. Brahmiya- 
citrakarmasastra alone in addition to a manuscript of a work viz. 
Citragastya with only a few verses. However, Brahmiya-citrakarmasastra 
does not solve all queries of the sculptures, monuments and structures of 
Visnu currently found in all the places i.e. rock-cut cave temples and 
structural temples. 


The icons and panels found in the rock-cut caves of South India and 
the temples still under worship are not just a free-hand creation but also 
systematic ones with the accuracy of religious injunctions and rules. 
Therefore, one can safely conclude that the complete development of 
Vaisnava iconography is to be credited to the religious literature called 
Agamas which also deal with the features of Silpa (iconography) and vastu 
(architecture). The Vaisnava Agamas are Vaikhanasa and Pajficaratra. Ot 
these two, the former was only in South India whereas the latter, prevalent. 
in North India, existed side by side in South India in the early period and 
occupied an important place mainly in ritualistic: asics in the temples of 
South India later than 9 century AD. ae 


Brahmiya-citrakarmasastra, a complete manual on Vaisnava 
iconography does not include the descriptions of all the icons and panels 
available in South Indian temples as well as rock-cut caves. Some passages 
in this work indicate the influence of Paficaratra views’ that existed side by 
side but followed in the Deccan and North India. Therefore, this work 
cannot be completely taken as supportive. 


The early Pdficaratra works i.e. Jayakhya-samhita, Pauskara- 
samhita and Sdttvata-samhita, are more concerned with mdnasa-pija 
(antaryadga) and mandala-aradhana (bahirydga) rather than a detailed 
iconic worship which had been existing in South India almost from 2™ 
century AD, noted in the Sangam literature and the hymns of early Alvars, 





' In the sections of Dhruva-beras in Brahmiya-citrakarmasastra, addition of a 
number of female deities and the names given to dhruva-beras confirm this view. 
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the Vaisnava hymnist saints. Some of the places are Srirangam, 
Tiruvehkha, Tiruttankal, Thanjavur, Tirukkovalur and Mamallapuram 
where the present structures and icons, either in original or 
modified/renovated, stand as witness. The iconographic details found in the 
Paficaratra literature like Padma-samhita cannot be dated earlier than 9" 
century AD, almost the time the Vaisnava art and iconography was coming 
to end in South India and developing very well in North India especially in 
Gujarat and Bengal. The icons of Visnu, with gadd (club) in the lower left 
hand in the Pallava period confirm the rise of Paficaratra tradition in South 
India but this cannot be prior to 9" century AD. 


Therefore, it becomes necessary to trace out and study the 
literature ‘on Visnu’s religious iconography and architecture and its 
development upto ninth century AD, the period easily ascribable to the 
images of Visnu and temples available in situ, museums and other private 
collections. A number of inscriptions mentioning the name of Vaikhdanasa 
priests and educational institutions parting the knowledge of Vaikhdanasa 
scripture, right from the Pallava period, suggest a stronghold of Vaikhanasa 
system in South India upto Deccan and the river Godavari. 


As far as South Indian religious art and architecture is concerned, it 
is realized that Vaikhanasa works had been key to the promotion and 
development of icons of Visnu and the temples in the region south side of 
the river Godavari i.e. present Andhra Pradesh, Tamil Nadu, Kerala and 
Karnataka — the regions of Pallavas, Pandyas and Colas and also Calukyas 
including the Deccan to a certain level. 


A posing problem i is that most of the works in the form of palm-leat 
manuscripts remain with the Vaikhanasa priests in different parts of Tamil 
Nadu and Andhra Pradesh and most of them are in Grantha and Telugu 
characters with consequent corrupt versions by way of copying and 
transmitting to the next generations. This is common to all traditions of 
passing the knowledge inclusive of oral tradition. 


Vaikhanasa concept of icon and iconic worship 
The Vaikhdanasa treatises describe how the samirta (iconic) 
worship is greater than amiirta (uniconic) worship.. The worship to the 
Supreme One i.e. Visnu is of two types i.e. amarta and samiirta. Amiirta is 
uniconic worship of Visnu in agni (fire) in the yajfia- kunda or Surya- 
mandala, for Agni and Sirya are the different forms of Visnu.” Samirta is 
worship of Visnu in icons created in consonance with the Agamic texts. 


' KIK.1 p.2-3; KLA.1.30b-31a; KRA.15-16; SAA.1.28b-29a; VAK.1 p.5; YAJ.1.10— 
13a. 
? This is detailed in the Chapter on Dhruva-beras. 
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However, the worshipping ways are same in both. The amurta worship, 
concerned with only the doer (yajamdna), cannot survive in the absence of 
the doer, and, therefore, all efforts become vain. Samirta (iconic) worship 
continues for generations even after the doer perishes. Therefore, the 
iconic worship is preferred. Moreover, Kasyapa states that both the eyes 
and the mind are delighted through the worship of the icons and 
remembrance of the Lord.’ 


Further, the authors justify iconic and uniconic mode of worship 
and equate the samirta worship with amurta mode which is Vedic and an 
antique mode of worship.” They state that samdrta is greater than amiirta. 
Agnihotra (agni-aradhana) is admissible to the dvijas (twice-born) and the 
ones eligible for agni-puja. Iconic mode of worship is agni-hotra for the 
ineligible and the same is a sort of expiatory ritual (santi) for the ones 
eligible for agni-pija. This mode of worship results in all sort of enjoyment 
in this world and yields moksa.’ Moreover, it is interesting to note that the 
Vaikhanasa authors equate five forms of Visnu with five types of agni (fire) 
meant for daily worship.* The three types of images to be installed in the 
sanctum are considered to be other forms of three-fold fire (Tretagni).° 


Thus, with the change of mode of life, the Vaikhadnasa authors 
prescribe the iconic worship which is possible for all the people in the 
society. Moreover, the authors have presented a simple way of worship of 
the Supreme One i.e. Visnu who is beyond the thoughts and who is not 
easily accessible even to the Yogins. It is well observed, “... God, who is 
infinite and beyond all kinds of temporal, spiritual and objective 
limitations, and who, for that reason, could not be described and depicted 
accurately with the instruments of measurement and evaluation that are 
finite, becomes accessible to man by taking a physical body in the shape of 
an idol. Along with the idol, there also came into existence the mystic 
diagrams drawn to specific scales on metals or other materials with the 
letters of the mantra relating to the particular deity being set in specified 
spots.”° Atri states that the Lord, out of compassion, resides in the icon, 
kurca (made of darbha grass) and water (in the pitcher) and receives the 
worship of the ardent devotees.’ 


' KIK.1 p.3. 

* KLA.1.27b-29; VAK.1 p.3; YA/.1.9. 

> YAJ.1.7b-8. 

* VAS.3.176b-177a. 

> PRA.25.107. 

°V. Varadachari, Agamas and South Indian Vaisnavism, p.22. 
’ SAA.31.66b-67a. 
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This sort of iconic worship is obviously the influence of Bhagavad- 
gita, Visnu-purdna and undoubtedly the bhakti movement of the Vaisnava 
saints (Alvars) and the Saiva saints (Nayanmars). The seed of bhakti 
present in the Upanisads become well-expressed in the Phagauad:gua as 
one of the means for the perception of the Imperceptible One.’ 


The Vaikhdnasa authors who emphasize the above in the form of 
iconic worship clubbed with Veda-mantras, therefore, throw light on this 
path to attain moksa.’ Thus, the iconic worship is sanctioned the status on 
par with Vedic rituals. It is true that the Veda-mantras are used for every 
ritual right from the testing of the soil (bhi-pariksa/karsanadi) to 
consecration (pratisthanta) and further rituals both in the temples and 
houses. This is probably the Vaikhanasa authors emphasizing a new trend 
might have anticipated the objections from the other followers of Vedic 
rituals like Mimdmsakas with whom Yamunacarya, the preceptor of 
Visistadvaita philosopher Ramanuja and Jayantabhatta, a prominent 
author in Kasmira-Saivism, had to fight for the validity of the same in later 
times. 


The influence of the hymns of the Alvars and Visnu-purdna could 
have supported the view of the Vaikhdnasa authors for the well- 
systematized development of the Vaisnava iconography of Vaikhanasa 
system. However, the seed is found in the Bhagavad-gita which states that 
God stabilizes the faith of a particular devotee in that very form (tanw) 
chosen by the latter for worship with faith and reverence ang therefore, 
the devotee obtains his desired enjoyments ordained by Him.* The same 
concept is presented in a hymn by Poykaiyalvar, the earliest amongst the 
Alvars, that the devotees worship the Lord in whatever forms (icons) they 
can conceive Him according to their knowledge and placing his icons on 


' Bhagavad Gita, 11.54: bhaktyd tvananyayd Sakya ahamevamvidho’rjuna/ ° 
jridtum drastum ca tattvena pravestum ca parantapa // 
* YAJ.1.5-6. 
3 Yamunacarya (c. 916-1041 AD) in his Agamapramanya and Jayantabhatta (c. 
883-902 AD) in his Nyayamafjari present rejoinder in support of Agamas and 
their validity with Vedic sanction. It appears that the opposition is concerned with 
Paficaratra and Saiva Agamas but not with the Vaikhdnasa Agamas probably on 
account of their being supported and sanctioned by the sage Vikhanas, author of 
Kalpa, Grhya and Srauta and Dharma sitras, and his disciple sages Marici, Atri, 
Kasyapa and Bhrgu. 
4 Bhagavad Gita, 7.21, 22: yo yo yam yam tanum bhaktah Sraddhayarcitumicchati / 
tasya tasyacalam sraddham tameva vidadhamyaham // 
sa taya Sraddhaya yuktastasyaradhanamihate / 
labhate ca tatah kaman mayaiva vihitan hi tan // 
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the walls and against the walls. The same Alvar states that Visnu, 
possessor of cakra (ali), assumes the form, name, complexion and whatever 
other features His devotees desire.” This hymn of Poykaiyalvar is 
commented by the Emperor of Commentators (Vyakhyana cakravarti) i.e. 
Periyavaccanpillai, “The devotees pray to the Lord (sentient and inner 
controller of all) to be present in a form (icon) which is indeed immovable 
and insentient (acetana).”’ The same view is also expressed by 
Nammiélvar.* Pitattalvar, the second in the first three early Alvars (Mutal 
Alvar), presents in a beautiful way the antarydmitva and arcdavatara that the 
Lord resides in the minds of the devotees (as antarydmi) and, as arcdvatara, 
at Taficai (Thanjavur), Arangam (Srirangam), Tankal (Tiruttankal), 
Mamallai (Mamallapuram), Koval (Tirukkovalur) and Kutantai 
(Sarngapani at Kumbhakonam).’ Such authoritative observations 
promoted the arca or iconic concepts. As such, arcé became arca-avatara. 
Marici states that the Lord descends in the form of icon (arca) for easy 
access to the devotees aspiring all sorts of desires and liberation, for the 
other forms of Visnu viz. Para, Vyiiha and Vibhava are difficult even for 
the yogins through the astanga-yoga and other means.° It is well observed, 


1 Mutal Tiruvantati, 14: avaravar tantam ariniavaretti 
ivarivar emperumanenru cuvarmicaic 
carttiyum vaittum toluvar ulakalanta 
murttiyuruve mutal. 
* Ibid., 44: Tamarukantatevvuruvam avvuruvam tane 
Tamarukantatepper marrapper tamarukantu 
Evvannam cintittu imaiyatiruppare 
Avvannaméaliyanam. : 
3 Mutal Tiruvantati (with commentaries), ed. S. Krishnaswamy Ayyangar, p.206. 
: Tiruvaymoli, 2.9.6: ‘makilkol teyvam ulokamalokan’ 
Ibid., 8.1.4: umarukantukantavuruvam ninnuruvamaki 
untanakkanparanaravar 
ukantamarnta ceykaiyunmayai 
arivonrum cankippan vinaiyen 
> This hymn confirms the earliest icons and temples of South India and most of 
them are referred to in Savgam literature. 
Trantaém Tiruvantati, 70: ‘ 
tamarullam taficai talaiyarankam tankal 
tamarulluntanporuppuvelai tamarullum 
mamallaikoval matilkutantaiyenparel 
evallaventaikkitam. 
® Ananda Samhita of Marici.14.9-12: 
tathaiva sarvajivanam duhkhanasanahetave / 
sulabhanmoksasiddhyai ca bhavatyarcasvaripadhrt // 
paravyithadayasceme klesadeva hi moksadah / 
astarigayogairdhyanadyaistapobhirduhkhasadhanaih // 
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“The concept of admitting a finitized form for the Infinite Supreme Being 
is based on two assumptions. God can make Himself manifest at any time 
at His own will. The manifested form is as much God’s as the unmanifested 
one is. God presents Himself in this form for the sake of His devotee, and 
so God’s presence in the idol cannot be questioned. Secondly, God’s 
immanence, when it is displayed in the idol, cannot also be explained away. 
Therefore, the finitized form of God as idol must be taken to have been 
known to Indians from very ancient times on the authority of the 
Agamas.”' 


Kasyapa states that even the deities like Brahma who cannot 
perceive the full form of Visnu draw His form in their minds with the help 
of the brush in the form of bhakti and, later on, they perceive Him and 
meditate upon Him.” 


Thus, being influenced by the iconic concepts of early and 
contemporary texts and the saints, the Vaikhdnasa Agamic tradition made 
the rule of iconic worship in the temples and houses and thus, promoted 
the iconography and architecture that has been continuing for centuries. It 
is to be noted that the Vaikhanasa tradition did not commence the mode of 
iconic worship but helped for the promotion of the then existing iconic 
worship by making the rules, in order to sustain the tradition, for the 
perfect iconography and architecture for the worship of Visnu ensuring the 
durability of the media of the worship i.e. icons (arcd-bera) and their 
abodes i.e. temples. Undoubtedly, on account of this perfection, a number 
of icons and temple-edifices as well as the tradition of miirti-piija have been 
surviving for centuries. 


Philosophy of Vaikhadnasa system in brief 
Visnu, who is known by that name on account of his all- 
pervasiveness,” exists in five forms viz. para, vyitha, vibhava, arca and 
antaryamin. He pervades the entire universe and rests there as its inner 
controller. The entire universe represents His limbs and parts of His form.’ 


cirdddadati jivanam moksamanyaissudurlabham / 
arcariipastu sulabhaddadati paramam padam // 
'V. Varadachari, op. cit., p.22-23. 
* KJK.51 p.91. 
3§AA.31.55a:  viSvavyapanasilatvat Visnurityeva kirtyate | 
Mahanarayana Upanisat, XIIL5: 
antarbahisca tatsarvam vyapya narayanah sthitah. 
* KIK.50 p.86-87. 
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He is the constant companion of Sti who is prakrti and sakti. Therefore, 
both of them must be worshipped together.’ 


Visnw’ is the Para-brahman who is soul and seed of the universe, 
omnipotent, omniscient and omnipresent and he is the embodiment of all 
four gunas (eternal qualities) viz. dharma, jfiana, aisvarya and vairdgya. He 
exists in four identical forms known as Vyitha. Therefore, one of his 
epithets is ‘Caturvyithadtman’. He is in two forms i.e. sakala and niskala. He 
is invoked in the immovable (acala) dhruva icon and is known as niskala; 
Kautuka-bera, movable abode of Visnu, is known as sakala.? This is the 
reason, obviously, the dhruva or kautuka icon must be fashioned in uttama 
daSa-tala in order to invoke the Supreme One for worship. 


Visnu is present in also other four forms, identical but different by 
four qualities viz. Purusa, Satya, Acyuta and Aniruddha, all of them differ 
from other by their prominent qualities i.e. dharma, jnana, aisvarya and 
vairagya respectively.* 


Vibhava is the forms of His incarnations (avatdra) to sustain 
dharma when adharma prevails. Importance has been given to the avatara 
forms probably by the influence of the Alvars and Visnu-purdana. 


Antaryamin is the inner controller of all in the world. Visnu, 
accompanied with Sridevi, Bhiidevi and parsadas (divine attendants) and 
endowed with all his features, resides in the heart (hrdaya-ambuja) of 
every living being and enables them to function well with His thoughts. He 
remains on the sikha (tip of the flame) of the fire that shines brightly in the 
heart. The Sikha of the flame is very small (subtle) like suka (tip) of the 
nivara grain which indicates His being instrumental for everything of the 
jiva controlled by His mayd. He is perceived through meditation through 
the divine vision.° 


Arca is a sort of avatara to be present in the icons to satisfy the 
devotees and to receive whatever the devotees offer. As far as the 
iconography is concerned, all the forms except antarydmin are to be 
represented in the plastic art form or any sort of depiction which is known 
as arca-bera (icon). This is the core of the philosophy of Vaikhanasa 
system. Visnu’s worship yields the result of all sorts of sacrificial rituals; 


' Ibid., 35 p.65-66. 

* Ibid., 35 p.65. 

3 Tbid., 55 p.96. 

* This is detailed in the Chapter on Vyzha forms. 

° Visnu Purana,1.4.17: bhavato yatparam (ripam) tattvam tanna janati kascana/ 
avataresu yadriipam tadarcanti divaukasah // 

° PRA.33.23-30; VAK.91 p.502-503. 
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without His worship, all Vedas, Sdstras, practices (@cara) and wealth 
become inauspicious in the way the world cannot be salutary without the 
sun; through the worship of Visnu invoking Him in the icon set up in the 
temple, one can attain moksa; the worshipper ensures the attainment of the 
Supreme Abode for ten generations before and after him; one who is the 
yajamana (donor) of any of the five ie. temple, dhruva-bera, kautuka-bera, 
consecration of icons and renovation, gets the status of Visnu and gets 
established in the world of Visnu i.e. Moksa; such person, after casting off 
his body in the world, gets a divine form with four arms, holds cakra and 
Sankha, gets the complexion of sydmala, is adorned with Srivatsa, mounts 
on Vainateya (Garuda) and reaches the world of Visnu, from where no one 
returns, states Kasyapa justifying the worship of Visnu where the view of 
Bhagavad-gita is well expressed in the Vaikhanasa work. " It is interesting 
to note the view of Pauskara-samhita, one of the three early Pafcaratra 
works, in support that the devoted Vaikhdnasas worship Visnu without 
expecting any result and, at the oo of the life, they attain the status of 
Vasudeva (vasudevattva = Visnuttva).’ 


The entire philosophy of Vaikhdanasa tradition focuses on the 
attainment of moksa through only iconic worship of Visnu in addition to 
the worship in the fire-altars (yajfia-kundas). The Vaikhanasa authors, like 
the other Agamas, emphasize this mode which is possible for every one and 
for every time and place. Moreover, out of the four modes of Visnu’s 
worship viz. japa (practice of mantras), huta (sacrificial rituals in fire), 





' KIK.20 p.37-38. 
Ibid., 20 p.38: 
anyalokagatah sarve punaravartinah visnulokagatandm nastyavrttih / 
Bhagavad Gita.8.21: avyakto’ksara ityuktastamahuh paramam gatim / 
Yadgatva na nivartante taddhama paramam mama // 
* The following verses are cited in the Introduction (Sanskrit) of 
Samirtarcanadhikarana (p.xxti) as of Pauskara-samhita of Pdaficardtra group. 
However, the edition of Yatirajasampatkumara (Ch.36.260b-262a) reads 
‘ekayanakhya’ instead of ‘Vaikhdnasakhya’. It is not clear from where these verses 
are cited and presented in the Introduction. 
vipra vaikhanasakhyéa ye te bhaktdstattvamucyate / 
ekantinastu sattvastha dehantam nanyaydjinah / 
kartavyamiti devesam samyajante phalam vind / 
prapnuvanti ca dehante vasudevatvamabjaja // 
V. Varadachari too (op. cit., p.77) doubts the authenticity of these verses, for such 
attitude of worship is the aim of the Pdafcaratra school where the mundane 
aspirations are not concerned with. 
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dhyana (contemplation through astanga-yoga) and arcana (iconic worship), 
the last one yields all the results, advocates Marici.' 


Brief history of Vaikhanasa system and literature 
Sage Vikhanas, the author of Dharma, Grhya, Srauta and Kalpa 
stitras, is the founder of this system. He is also identified with Brahma. He 
can be credited with introduction of Visnu worship following the ritualistic 
features of Vedas as per the instructions of the Lord Visnu.” He is cited in 
the contemporary Grhya and Srauta siitras as an authority for ritualistic 
practices.’ Vikhanas, in turn, instructed his disciples. 


The Vaikhanasa works differ from the system of Pafcaratra on 
account of their nature. Vaikhdanasa system is very soft (saumya) which can 
be followed in worship of Visnu installed in the temple, in the town or 
village whereas the Paficaratra system, a Tantric or Ggneya one, should be 
used outside villages or towns especially in the forests, mountains or on the 
river-banks. Thus, the Vaikhanasa system claims its validity and 
authenticity on par with the Vedas. Moreover, the Paficaratra system, 
according to the authors of Vaikhanasa, is suitable for attaining moksa 
rather than mundane results.’ As such, the Paficaratra system is termed as 
the one useful for the vanaprasthas or mumuksus (desirous of moksa). 


The Vaikhdnasa Agamic treatises enumerate the names of the 
disciples of Vikhanas uniformly in addition to the works compiled by them 
to propagate the Vaikhanasa system of rituals. They are Atri, Bhrgu, 
Kasyapa, Marici, Pulastya, Pulaha, Kratu, Vasistha and Angiras. Of them, 
the first four are mentioned as the authors of many works. Reference to 
Angiras as an authentic person is made in Kriyddhikara of Bhrgu.” 
However, his name is not in the list whatever of authors of Vaikhanasa 
treatises. 


Atri 

Atri’s works are generally called Tantras. His four works are Purva- 
tantra, Atreya-tantra,° Visnu-tantra and Uttara-tantra. It is said that these 
four works together number 80,008 granthas.' 


' VAK.95 p.508-509. 

* Ibid., 101 p.521. 

3 Varadachari, op. cit., p.84-85. 

4 KLAA1.3a—6a; KRA.1.17a-18. 

> KRA.14.160a. 

° Atreyatantra is published as Samirtarcanadhikarana. 
7 A grantha is a verse in anustup metre. 
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Bhreu 

Bhrgu’s works generally called Adhikaras are thirteen viz. 
Khiladhikara, Purdatantra, Vasadhikara, Citradhikara, Mandadhikara, 
Kriyadhikara, Arcadhikara, Yajnadhikara, Varnadhikara, Prakirnadhikara, 
Pratigrhyadhikara, Niruktadhikara and Khilddhikara. It is said that his 
works comprise 80,008 granthas. Bhrgu, while detailing some aspects in his 
Kriyadhikara, refers to his other works viz. Niruktadhikara,' Vasadhikara’ 
and Khiladhikara® and, therefore, Kriyadhikara might have been his last 
work. Manadhikara is referred to in Khiladhikara.’ 


Kasyapa 

Kasyapa’s compilations named Kanda are three viz. Satya-kanda, 
Tarka-kanda and Jiidna-kanda, all of them totally consisting of 64,000 
granthas. 


Marici 

Marici, who is cited by other Vaikhanasa authors as authoritative 
amongst them, has to his credit eight works viz. Jaya-samhita, Ananda- 
samhita, Samjfiana-samhita, Vira-samhita, Vijaya-samhita, Vijita-samhita, 
Vimala-samhita and Jiiana-samhita, all in total comprising of 1,84,000 
granthas. 


These four authors, the immediate disciples of the sage Vikhanas, 
cross-refer to each other whenever their views differ from that of others 
probably due to the local practices and customs prevalent in the region 
they settled in or migrated to in later times. Hence, the fixing of an exact 
chronological order of their treatises is a big task. However, the following 
analytical approach may be helpful in this regard. 


Kasyapa and Marici who do not refer to any other particular author 
but referred by other authors must have been earlier to the other two viz. 
Atri and Bhrgu. an uses the term ‘purvaja in his work 
Samurtarcanadhikarana. The term in singular meaning ‘early one’ may 
denote his preceptor i.e. sage Vikhanas. On the other hand, it may also be 
pointing to any other sage. His mention of Kasyapa° and Marici’ indicates 





1 KRA.29.221. 
2 Thid., 4.57a. 
3 Thid., 16.64a. 
4 KLA.7.55a. 
> §AA.32.43b. 
® Tbid., 45.71. 
1 oid. 45.71. 
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that Atri must have succeeded these two authors but contemporaneous 
with Bhrgu as both Atri and Bhrgu mutually cross refer in their works.’ 


Bhrgu makes passing references to Kasyapa, Atri and Marici in his 
Kriyadhikara.’ Hence, it is possible to consider Bhrgu last in the list of 
these four major authors of Vaikhanasa works. His referring to Angiras in 
Kriyadhikara’ indicates that he must be later to Angiras whose works do 
not have mention in the Vaikhanasa works uniformly listed by all the four 
authors. 


Date and place of the extant Vaikhanasa treatises 

The Vaikhanasa School was confined to the region between the 
river Godavari and the southern end of India and its influence in 
Karnataka and the Deccan is undeniable. This was on account of the 
cultural contacts between these regions as well as the military campaigns of 
the Calukyas and Pallavas.* The sculptural panels in Karnataka (Badami 
and Aihole) and the Deccan (Ellora) as well as the rock-cut caves at 
Namakkal stand as the best examples for the same. As Nigam? points out, 
Vaisnavism flourished in the Andhra region during the 3’ century AD and 
the focus shifted to South India where the brahmanic religions could not 
develop in full-fledged way till the Kalabhras were uprooted by the 
Pallavas and Pandyas by 5""-6" centuries AD. However, a number of Visnu 
temples praised in the hymns of early Alvars and in the Sarigam works like 
Paripatal and Manimekalai stand witness to the prominence of full-fledged 
Vaisnava tradition and this tradition had been well promoted right from 
this time. As far as the Vaisnava art and architecture are concerned, the 
period from 5” century to 9" century AD is significant for reaching its 
zenith under the patronage of Pallavas and Pandyas and their vassals in 
South India, and, in a similar manner, of the Calukyas and Rastrakitas in 
Karnataka and the Deccan, all of them almost following the prescriptions 
of Vaikhanasa schools. However, there is no basis to deny the influence 
and impact of Paficaratra School which had prominence in other parts of 
India at least right from the time of the Guptas. , 


The authors of Vaikhadnasa works unanimously assign the origin of 
the Vaikhdnasa-sastras to the sage Vikhanas, who had revealed to his 
immediate seven disciples viz. Atri, Marici, Kasyapa, Bhrgu, Pulastya, 
Pulaha and Kratu. The first four sages had composed many Samhitas. As 


" [bid., 45.71. 

* KRA.16.19a; 23.140b; 27.90. 

* Ibid., 14.160a. 

*K.V. Soundara Rajan, Glimpses of Indian Culture, p.65. ; 

° A.L. Nigam, ‘Early Iconography of Vishnu in Andhra’, Srinidhih Perspectives in 
Indian Archaeology, Art and Culture (Shri. K.R. Srinivasan Festchrift), p.127. 
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such, the date of the sages must be the same as the one assigned to sage 
Vikhanas, the author of Kalpa-siitras and Grhya-siitras. In case Vikhanas is 
assigned a date prior to 800 BC, his disciples should also be of the same 
period. However, the development of Vaisnava religious worship and 
religion indicate that the treatises of the four sages must be ascribed to the 
period later than 2™ century AD, as P.K. Gode’ clearly points out, but 
earlier to 9" century AD, the period attesting the full-fledged application 
of the injunctions of the Vaikhdnasa works in art and architecture. 


T.A. Gopinatha Rao’ assigns the period of Vaikhanasa Agamas 
between ninth and twelfth century AD based on the occurrence of the term 
Dravida Veda in the verses of works of Vaikhanasa Agama. However, it is 
unreasonable, for it may be possibly an interpolation. Moreover, according 
to Vaisnava hagiology, Tirumankai Alvar was the one who started the 
recitation of Dravida-veda (Divyaprabandha) in the temple at Srirangam. 
The term ‘Dravida-veda’ does not appear in any other Vaikhanasa work 
but in the manuscript of Vaikhanasagama, a variant of Vimanarcanakalpa, 
consulted by him. However, it is to be noted that Vaikhanasagama text is 
full of scribal errors which had been corrected and presented by Rao 
himself. It is found everywhere that both technical and non-technical works 
handed over to the succeeding generation generally in oral tradition, had 
included many techniques and terminologies found in such period. 


The extant Vaikhanasa works cannot be ascribed to the period of 
its original authors on account of internal references to terms and 
grammatical rules. Therefore, one should take these four authors as the 
beginners of particular tradition or school which has been carried 
generation after generation, at the same time incorporating in their schools 
the architectural and sculptural features of different regions with necessary 
modifications in consonance with the development in the architecture and 
sculpture as well as the rituals necessitated by the changing religious 
conditions. For instance, the water-chute (prandla) was absent ‘in the 
temples of the early period on account of the icons being in stucco or 
painting on the wall when only the water was sprinkled on the icon. In later 
times, when many festivals and rituals developed for the satisfaction of the 
yajamana and bathing ceremony (abhiseka) was introduced, a sndna-bera 
evolved or the dhruva-bera got modified into stone to please the yajamana. 
Such rituals promoted the prandla and other types of icons in the temples. 
However, the basic practices of rituals had not been lost. Therefore, the 





1 PK. Gode, ‘Some Cultural Gleanings from the Jfdnakanda of the 
Kasyapasamhita of the Vaikhanasas’, Studies in Indian Cultural History, Vol. I 
p-256. 

* T.A. Gopinatha Rao, Elements of Hindu Iconography, VoL, Pt.I, pp.56-58. 
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Agamic tradition included more new features with the developing time. In 
this way, the four schools of Vaikhanasa tradition begun by Marici, 
Kasyapa, Atri and Bhrgu on the path shown by the sage Vikhanas 
developed upto the ninth century only. The names appearing in the extant 
texts also confirm the school rather than any individual author. 


These four schools differ from others in some aspects obviously on 
account of the local customs and practices influenced by geographical 
reasons. As the four schools quote each other, the chronological order 
cannot be exactly determined. 


Therefore, the probable date of the extant Vaikhdnasa works must 
be concluded with the architectural and iconographic data by survey of 
icons and iconographical features available in the temples and monuments, 
in comparison with the textual data of the present version of these treatises 
in addition to the contemporary works on silpa (iconography), if necessary. 


Trimirti cult and date of Agamas 

The Vaikhanasa treatises, amongst the Agamic literature of both 
Vaisnava and Saiva sects, are the earliest to prescribe the shrines for the 
three major deities of brahmanic cult together, undoubtedly for two 
reasons — a) the influence of the hymns of the Vaisnava saints (Alvars) who 
mention the three deities Visnu, Brahma and Siva as the three forms of 
Visnu but Visnu as the prime one, and b) to accommodate Siva, the deity 
gaining in prominence and popularity due to influence of the Mahesvara 
cult that started spreading in South India. The Trimurti concept is 
prescribed in plastic art form for worship by Vaikhanasa tradition with the 
rule that Brahma should not be in the middle. 


As far as the monuments are concerned, the earliest one is the 
rock-cut cave temple dedicated to the Trinity at Mandagappattu 
(Tiruvannamalai district in Tamil Nadu) and this is supported with the 
inscription of the Pallava ruler Mahendravarman I (c. 580-630 AD) who 
claims to be the creator of the first temple without using the usual 
perishable construction materials like brick, etc. Excepting the marks of 
painting, no image is perceptible. Therefore, the array of the Trimirtis is 
not traceable. 


Another Pallava Trimirti rock-cut is at Mamallapuram (c. 7™ 
century AD) where the middle cell is of Siva and the northern and 
southern cells are of Brahma and Visnu respecively; all the icons are in 
relief form (citrardha). 


In the rock-cut cave No.IV at Mogalrajapuram in Andhra Pradesh 
(c. 660-700 AD), the inner wall divided into three sections accommodates a 
square pedestal for Siva (linga) in the middle and Brahma and Visnu on 
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the left and right sides respectively. Both are four-armed holding their 
weapons (attributes) and they are depicted in samapddasthanaka pose on 
circular pedestals probably padmapitha. Their posture indicates their level 
in equal position (Plate XLVII a). 


In the Trimurti panel in the rock-cut cave No.XXVII at Ellora (c. 
675-700 AD), Visnu is shown in the middle and Brahma and Siva are on 
the right and left respectively. All of them in samapdadasthanaka standing 
posture carry the dyudhas, strangely all of them are shown as long staffs.' 


Chronologically, the last panel of Trimurti (c. 760-790 AD) is in 
cave No.XVI (Lankesvara cave) at Ellora where Siva is in the middle and 
Brahma and Visnu are on the sides but their height and tala, 
accompaniment of consorts and vahana express their coordinative level. 
All the images are in samapadasthanaka standing posture and have their 
usual features. 


The concept of Trimirti appears from the time of early Alvars (c. 
200 AD), and represented in plastic art form the later part of 6" century 
AD. A number of rock-cut caves of Pallavas stand as good examples. 
However, the representations did not continue after 8" century AD. This 
was the time the Trinity concept developed as the Paficamiirti (Pafica- 
dyatana) concept which is witnessed by the additional excavation of the 
cells in a few earlier rock-cut caves of the Pallavas by this time. Such 
developments started taking place also in the cave at Undavalli? (c. 660- 
800 AD) in Andhra Pradesh, the cells planned for Siva, Ganega, Durga, 
Siirya, Visnu, Brahma and Karttikeya (Skanda) ending with Sanmata. This 
indicates Surya and Skanda were becoming prominent as in Tiruchirappalli 
rock-cut cave together with their representations in plastic art form in the 
griva-kostha at Kalukumalai (near Tirunelveli, Tamil Nadu) monolith of 
the Pandyas. 


_ The Mahesvara cult penetrated into South India after which 
developed the rivalry with Siddhanta Saivism and Vaisnavism and a few 
Saivite representations started to appear such as Lingodbhava and 
Sarabhamiurti (12" century AD). 


With the above survey, the probable date of present version of 
Vaikhanasa works can be ascribed to the period prior to 8" century AD. 


! The photograph is reproduced in Cave Temples of the Deccan (Plate. LXI-B). 
2 K.V. Soundara Rajan, Cave Temples of the Deccan, p.286 
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Other icons and date of Agamas 

Vakratunda (Gajanana/Ganesa), the signature icon of the 
Calukyas, and Jyestha and Saptamatrka-gana? the divinities of 
Mahesvara cult of Karnataka and the Deccan, had gained prominent 
positions in the Vaikhdnasa tradition both in the temples and rituals and 
their invocation became obligatory. These divinities appeared in plastic art 
form in South India in the rock-cut caves of Pandyas and Muttaraiyars° 
outside Tondai-mandalam about 7" century AD and they appeared for the 
first time in Pallava region only by the time of Narasimhavarman II 
Rajasimha (c. 700-728 AD) inside the niches (kiidu) and in the cloister of 
Kailasanatha temple at Kanchipuram. Undoubtedly, the Vaikhdnasa 
tradition was instrumental in elevating the status of these divinities, with 
Vedic sanction, but excepting Ganesa they are hardly represented in plastic 
art form in Visnu temples. Almost by this time, these divinities had been 
absorbed more in Saiva Agamic tradition of South India by the influence of 
the Mahesvara cult that had spread widely and gained prominence by the 
7" century AD. However, the hymn of the Vaisnava saint Tontaratippoti 
Alvar’ (prior to Tirumankai Alvar) clearly indicates that Jyestha was 
losing her position in the society and was becoming infamous as the 
inauspicious one. 


The representation of Ganesa and Durga on the outer wall of 
antarala or mukhamandapa was one of the prescriptions of Vaikhdnasa 
tradition. Such representations in the Ellora caves of Rastrakitas, as 
observed by Soundara Rajan, was the impact of Agamic prescriptions that 
had become the rule and practice of post-Agamic period.” These caves 


'K.V. Soundara Rajan, Glimpses of Indian Culture, p.65. 

* The Cult of Saptamatrka-gana can be traced back to 4” century AD. However, 
they assumed wider prevalence almost by 7" century AD. (Detailed by Shivaji K. 
Panikkar, “The Regional Tradition of Early and Medieval Sapta Matrka Sculptures 
in Western India (Rajasthan and Gujarat)’, Studies in Jaina Art and Iconography 
and Allied Subjects, p.5566). 

> K.R. Srinivasan, Cave Temples of the Pallavas, p.2, 176 (n). 

4 Tirumalai, 10: ‘cettaitan matiyakattuc celvam parttirukkinrire’ means that the 
people expect the prosperity from Jyestha, the inauspicious one, when the Lord 
Visnu is available for all sorts of prosperity. 

> K.V. Soundara Rajan, Cave Temples of Deccan, p.25. 

‘Neither the trikutachala formula with main chamber and two side shrines 
adjoining the front vestibule nor the indiscriminative mixing of all the cult 
divinities, is the feature of Rashtrakuta caves which show, if anything, a 
disciplining of the iconographic concepts to be shown in a Vaishnava or Saiva cave, 
and thus more in tune with the post Agama en’. 
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ascribed to the period c. 750-850 AD, confirm the date of the present 
Vaikhanasa Agamic works prior to 8" century AD. 


Siva is represented in three forms viz. avyakta (linga), vyakta 
(iconic form like Somaskanda) and vyaktavyakta (mukhalinga).' Of these, 
the representation of Siva in avykta (niskala) aspect i.e. Linga form is one 
of the concrete source for fixing the probable date of Vaikhanasa works. 
Linga form, a product of the Mahesvara cult, which appeared in the cave 
temple of Pandyas and Muttaraiyars outside Tondai-mandalam, appeared 
for the first time in the Pallava region during the time of Narasimhavarman 
II Rajasirmha (c. 700-728 AD). The mode of worship in the Saivite cells in 
the rock-cuts like Mandagappatu was stucco or painting on the backwall of 
the cell. The representation of Somaskanda as bas-relief on the back-wall 
right from the time of the Pallava ruler ParameSvaravarman I remained as 
object of worship.” By the time of Rajasimha, for the first time, linga 
placed inside the cell combined with Somaskanda bas-relief on the 
backwall became the object of worship. This new trend started by the time 
of Rajasimha lingered for sometime and gradually Somaskanda started 
disappearing from garbha-grha of the temples giving way for the full 
development of linga worship.’ 


The Vaikhanasa works,’ while describing the temples for Trimiirtis 
(Brahma, Visnu and Siva) and Dvimurtis (Visnu and Siva), piesene the 
consecration and worship of Siva as per the Saivite manuals, probably 
Saiva Agamas, which could have been strictly followed by the Pallava ruler 
Rajasimnha, whose titles are Agamapriya and Agamanusari.. Bhrgu’s 
statement that Siva (Candrasekhara) may be represented in either sakala 
(full form with all limbs) and niskala (formless or linga) aspect confirms 
that the linga worship had not become rule by the time of this work, but on 








1 Ajitagama, Kriyapada, 4.1b-2: 

lingam tu trividham proktam vyakatavyaktobhayatmakam // 

vyaktam yatpratimavyaktam sivalingamiti smrtam / 

mukhalingam bhavedanyat trtiyamubhayatmakam Hf 
* K.R. Srinivasan, op. cit., p.2. 
3 In the regions of Pandyas and Muttaraiyars, the liriga became the mode of 
worship even in the rock-cut caves. However, the Somaskanda was unique only in 
the Tondaimandalam. This is one of the evidences to assume the place of origin of 
Vaikhanasa works especially Kriyadhikara of Bhrgu and Vimdandrcanakalpa of 
Marici based on the Sundaravarada Perumal temple at Uttaramerur and rockcut 
cave of the Pallavas. 
“ KRA.17.1-9a; VAK.38 p.264. 
> Ibid., 17.5b: — Saivena tantrikenaiva sthapanam vai Sivasya tu / 

VAK.38 p.264: Rudram tacchastravidhibhih samsthapayet / 

° SIT. Vol.XII, p.iv. 
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the other hand, it substantiates the representation of Siva as Somaskanda 
and linga together in the plastic art form. As per the rule that the linga 
should be installed in the brahma-sthana of the garbha-grha, the icon of 
Somaskanda must be freestanding icon behind the /inga or as bas-relief on 
the posterior wall as found in many rock-cut caves of the Pallavas.! 
Therefore, the probable date of extant Vaikhanasa works can be easily 
ascribable to this transition period of Saiva concepts. 


The Vaikhanasa works speak of the installation of the icons of the 
bhaktas (devotees/saints) and Vdasdadhikara’ enumerates seventy-one 
members in this group who are recognized also in epics and Purdnic 
literature. Other works mention also the features of the icons of bhaktas 
such as hairstyle, hand gestures (hasta/muda) and postures. However, they 
do not mention any Alvars though some of the sections in the Vaikhanasa 
works are ascribed to the period later than the early Alvars in particular 
except Tirumankai Alvar. The icons of the Alvars installed in the Visnu 
temples almost right from 9 century AD had been created meticulously 
following the iconographical prescriptions. For instance, the first three 
Alvars viz. Poykaiyalvar (Sarassiri), Pitattalvar (Bhitasiri) and Peyalvar 
(Mahadahvaya) considered to be of higher birth have kesabandha in the 
type of udbaddhakuntala hairstyle and they are depicted with afijali-hasta 
(Plate I-a). Tirumankai Alvar born in other caste is depicted with 
dhammiilla hairstyle (Plate I-d). 


The earliest record of recitation of Alvars’ hymns in the Visnu 
temple is at Ukkal in Kanchipuram district of the Cola ruler Rajaraja I, the 
great (998 AD). The earliest epigraphic evidence of Alvars is the one 
found in the Varadaraja Perumal temple at Kanchipuram of Vikrama Cola 
(1127 AD)* mentioning two saints Poykaiyalvar and Pitattalvar. 
Installation of ten Alvars is evidenced from the inscription in Karivarada 
Perumal temple in Komaralingam (Coimbatore district, Tamil Nadu) in 
1231 AD. 





' The reason is not clear as to why this Somaskanda basrelief did not appear in the 
regions outside Tondaimandalam. The early Saiva hymnist saints were against the 
linga cult which penetrated into South India from Karnataka and the Deccan. 
Some of the saints did not even praise the temple with /inga (as the symbol of the 
Mahesvara cult) though they praised the temples in adjacent location. 

* VAS.5.1b-12. 

* SILI, No.2. 

* Ibid., U1, No.80. 

° R. Champakalakshmi, Vaisnava Iconography in the Tamil Country, p.240. 
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Inclusion of Goda (Antal) as Vijaya in Prakirnadhikara’ raises a 
question regarding the date of the works. The date of Goda’s father 
Periyalvar, contemporary of the Pandya ruler Arikesari Parankusa 
Maravarman (c. 710-765 AD)’ confirms the date of Antal to the same 
period. It is quite clear that she attained a well-established status in that 
period itself. Therefore, there is a possibility of including her icon in the 
temples of Visnu by the same period or a little later. Therefore, the 
inclusion of Goda in the Vaikhanasa works and installation of her icon in 
the temple do not contradict the probable date of the present version of 
Vaikhanasa works i.e. prior to 9" century AD. 


Vaikhanasa Agamas and epigraphy 

Both the branches of Vaisnava Agamas viz. Vaikhanasa and 
Pdfcaratra were in currency in South India by 6"_7" century AD as per the 
epigraphical and literary sources. Many educational institutions also taught 
Vaikhanasa and Pafcaratra Sastras.2 However, the Vaikhanasa texts were 
largely followed in iconography and architecture which is conspicuously 
noticeable in the temples of ancient period. 


The involvement of the Vaikhanasa brahmanas in the temple 
administration is noted in the inscriptions.* The Uttaramerur inscription of 
the reign of the Pallava ruler Kampavarman (877 AD) mentions a 
Vaikhanasa, Damodarabhattan, well-versed in Vaikhanasa Agamas, as a 
recipient of donation of Jand as arcanabhoga to render service to the Lord.” 
Another inscription at Tirumukkudal (Kancheepuram district) mentions 
that the sabha (village administrative committee) received some garden 
land on behalf of Visnu temple with the condition that the Vaikhanasas 
would cultivate the land. One of the Cola inscriptions of Rajadhiraja I 
(1048 AD) mentions an educational institution at -I ribhuvani (Villupuram 
district) which included Vaikhanasa Sastra in its curriculum.’ The term 
‘Agama’ is found in the inscription of Varadaraja temple at the same place 





' PRA.17.68-70. 

? Pandiyar Cheppedugal Pattu (Ten Copper Plates of Pandyas in Tamil), p.66. In 
the Srivaramangala copper plates (Tamil section) of the Pandya ruler Jatila 
Parantaka (Netufcataiyan in Tamil), it is mentioned that the king appreciated the 
holy life / qualities of his guru (Periyalvar) and being influenced by him, he became 
Parama-Vaisnava. Periyalvar’s hymn (Periyalvar Tirumoli, 2.7) mentioning the 
name of Pandyan king Arikesari Parankusa Maravarman confirms his period. 

3§. R. Balasubrahmanyam, Middle Chola Temples, p.370. 

4 SILVII, Nos.139, 140, 142. 

° Ibid., VI. No.287. 

6D. Dayalan, Early Temples of Tamil Nadu - Their Role in Socio-Economic life (c. 
A.D. 550 925), p.52. 

7§. R. Balasubrahmanyam, op. cit., p.354. 
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in the reign of Vikrama Cola (1127 AD). All these evidences indicate the 
prominence of Vaisnava Agamas. 


Besides these sources, one can find a number of Visnu temples of 
different architectural features which almost tally with the architectural 
sections of Vaikhanasa Agamas. The wmulti-storeyed temples at 
Tirukkostiyur (Saumyanarayana Perumal), Kanchipuram (Vaikuntha 
Perumal), Madurai (Kuttalalakar) and_ especially Uttaramerur 
(Sundaravarada Perumal) are fine examples of the temples following the 
Vaikhanasa Agamic prescriptions. Moreover, the three-storeyed 
Rajagopalasvami temple at Mannarkoyil (near Tirunelveli) is the only later 
structure constructed as per the Vaikhdnasa works, besides a number or 
rock-cut sthanaka (Plate HI) and sayana (Plates XVIII-XXIII) forms of 
Visnu. 


Based on these aforesaid features, one may safely conclude and 
assign the extant Vaikhanasa treatises to the period between 2™ and 9% 
century AD. It is to be noted that Vaikhdnasa school did not develop 
further after this period like the Pdficaratra literature. The plausible 
reasons are — a) Vaikhdnasa concepts are not open to all except the 
Vaikhanasa-sitrins (brahmanas) whereas Pdficaratra became popular and 
open to all Vaisnava traditions of other philosophic schools also; b) the 
theological concept in Pdficardtra allowed every person to worship 
(atmartha-piijd) the Lord after proper initiation (diksa) whereas .such 
rituals are confined only to the Vaikhanasa brahmanas as officiating 
priests; c) with the development of Vaisnava philosophy and with the 
influence of Purdnas like Bhagavata and Visnu-purana aiming only at 
moksa rather than mundane aspirations, Paficaratra literature could occupy 
a popular and prominent place with slight modifications in rules as per 
context and this promoted more literary works in the Paficaratra tradition, 
whereas with a number of modifications suitable to the changing time, 
Vaikhanasa works developed in paddhatis or certain regional pattern of 
worship; and, d) almost by 10" century AD, many temples of Vaikhdnasa 
system had to undergo change into Pdficardtra mode for want of 
Vaikhanasa brahmanas as per the provision of such conversions found in 
the Vaikhanasa works.’ 


Treatises under study 
Out of the above Vaikhanasa works, many of them are in 
manuscript form and even their location is not fully traced out. Some of the 
works are known or cited in other works but they are not easily traceable. 





' KRA.27.91b-94a. 
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To confine to the field of study, the following published works alone are 
taken for study here: 


1. 


Jnanakanda of Kasyapa (Devanagari script), edited by R.B. 
Parthasarathi Bhattacarya and published by Tirumala Tirupati 
Devasthanams in 1960 as Sri Venkateswara Oriental Research 
Institute Series No.12. This edition consists of 108 chapters 
(adhyayas). 


Khiladhikara of Bhrgu (Devanagari script) edited by R.B. 
Parthasarathi Bhattacarya and published by Tirumala Tirupati 
Devasthanams in 1961 (first edition). This work consists of 43 
chapters (adhyadyas) and includes three appendices 
(anubandha) viz. Vagdevikalpa, Jyesthakalpa and Durgakalpa. 


Kriyadhikara of Bhrgu (Devanagari script) edited by S.B. 
Raghunathacharya and published by ‘Tirumala Tirupati 
Devasthanams in 1962 (second edition). 


Prakirnadhikara of Bhrgu (Telugu script), edited by K. 
Srinivasa Bhattacarya and published by Tirumala Tirupati 
Devasthanams in 1997 under T.T.D. Religious Publications 
Series No. 483. This edition consists of 37 chapters (adhydyas). 
The colophon mentions that the book consists of Kriyapada, 
the word which is very rare in Vaikhdnasa treatises but very 
common in Paficardtra and Saiva Agamic treatises. This is the 
main edition consulted. 


Prakirnadhikara of Bhrgu (Telugu script) edited and published 
by Vaikhanasa Vidyanilaya and printed at Hindu Ratnakar 
Press, Chennai in 1851 (saka). This is the same as the edition 
referred to above. For our study, this is consulted only in parts 
where the TTD edition is not clear. 


Vasadhikara of Bhrgu (Telugu script), edited by Divi Venkata 
Ramanujacarya and Vikhanasa Bhattacarya and published by 
Tirumala Tirupati Devasthanams in 1999 under T.T.D. 
Religious Publications Series No. 512. This edition consists of 
53 chapters (adhydyas). As per the colophon, the book is 
complete. 


Yajnadhikara of Bhrgu (Telugu script), edited by K. Srinivasa 
Bhattacarya and published by ‘Tirumala Tirupati 
Devasthanams in 1997 under T.T.D. Religious Publications 
Series No. 484. This edition consists of 51 chapters (adhydyas) 
and an appendix pertaining to various readings of some 
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chapters. The colophon mentions that this work belongs to 
Uttaratantra. This is the main edition consulted. 


Yajnadhikara of Bhrgu (Telugu script) edited by D. 
Rangacarya and published by Vaikhdnasa Vidydnilaya and 
printed at Hindu Ratnakar Press, Chennai in 1931. This is the 
same as the edition referred to above. This is consulted only in 
such contexts where the TTD edition is not clear. 


Samirtarcanddhikarana of Atri (Devanagari script), edited by 
V. Raghunatha Cakravarti Bhattacarya and M. Ramakrishna 
Kavi and published by Tirumala Tirupati Devasthanams in 
1946 under Sri Venkateswara Oriental Series No.6. This work 
comprises 83 chapters (adhydyas) and four appendices on 
various readings. 


Vimanarcanakalpa of Marici (Devanagari script) edited by V. 
Raghunatha Cakravarti Bhattacarya and Setu Madhavacarya 
and published in Sri Venkateswara Mudranalaya in Chennai in 
1926. In the Chapter 101 of this work, it is stated that 
Vimanarcanakalpa is from Anandasamhitaé of Marici. This 
edition has 101 chapters (patalas). This is the edition consulted 
mainly. 


Vimanarcanakalpa of Marici (Telugu script), edited by scholars 
of Vaikhanasa Vidydnilaya and published by D. Rangacarya at 
Yigavarilem in 1927. This is the same as the edition referred to 
above but highly reliable and preferable to the same. This 
edition has 100 chapters (patalas). This is consulted only in 
such contexts where the edition in Devanagari script is not 
clear. 


Vaikhanasagama of Marici, a variant of the above two editions, 
edited by K. Sambasiva Sastri and published at Trivandrum in 
1935 by Trivandrum Sanskrit Series. This edition is highly 
corrupt and is consulted only occasionally. 


Vaikhanasagama of Marici (Devanagari script): A few chapters 
(patalas) i.e. Parivadradevatah (Chapter 20), Uttama 
dasatalavidhi (Chapter 23), Vaisnavadhruvaberani (Chapter 
number not mentioned) and the text on Avataras of Visnu 
which are included in the Appendix of T.A. Gopinatha Rao in 
his book ‘Elements of Hindu Iconography’ published by 
Motilal Banarsidass, Delhi in 1993 (Reprint). 
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In addition, the chapters (patalas) 4 - 19, 35 - 40 and 71 of 
Vimanarcanakalpa included in the appendix of Gerard COLAS in his work 
‘Le temple Selon Marici’ published by Institute Francais D’indologie, 
Pondichery in 1986 and the chapter 36 of Vimanarcanakalpa included in 
appendix by R. Nagaswamy in his book ‘Uttaramerur — Legends, Histoire, 
Monuments’ and published by Institute Francais D’indologie, Pondichery 
in 1970 are also consulted wherever required. 


Like other literature found in palm-leaf manuscripts, the scribal 
errors (spelling) in grammar as well as technical terms are not uncommon 
in the Agamic treatises which remained so far in manuscript form in 
various scripts such as Grantha, Telugu and Nagari. The Agamic treatises 
do not claim themselves to be the ultimate authority on sculpture and 
architecture and, therefore, they insist on consulting the treatises on 
Silpasastra (sculpture) and Vastu-Sastra (architecture). In order to justify 
the correction of scribal errors, to understand and interpret many technical 
terms, it is obligatory to compare these works with the contemporary works 
of relevance. Such works include Brahmiya-citrakarmasastra, Sarasvatiya- 
citrakarmaSastra, Kasyapasilpa, Sakaladhikara and Mayamata which deal 
exclusively with South Indian style and Mdanasara, Samaranganasitradhara, 
Silparatna which are in general and also some Buddhist treatise on 
sculpture viz. Citrakarmasastra (ascribed to Majfijusri) as well as some of 
the Paficaratra treatises wherever needed. 


CHAPTER II 
TERMINOLOGY 


There are found in Vaikhanasa works a variety of technical terms in 
the chapters on art and architecture, commonly noticed also in other 
treatises of South India and in some of the North Indian or general texts. 
However, many terms are not described in detail but the authors of these 
treatises state that such information should be gathered from other texts on 
art and architecture. A sculptor (Silpin), architect (sthapati) or preceptor 
(acarya) is in a position to decide many things according to technical 
sciences (Sastras) thoughtfully and skillfully, thus insist the Vaikhdnasa 
treatises which do not themselves claim to be ultimate authority in the field 
of arts but as a guiding reference for the perfection based on the religious 
and spiritual injunctions. This is perhaps, because the Agamic treatises, like 
other technical texts, do not repeat the details available in the 
contemporary treatises but only the terms with strict application. Hence, it 
is very important to trace out the definitions of relevant terms by gleaning 
from the early or contemporary sources pertaining to dance (ndtya-Sastra), 
sculpture (Si/pa-sastra) and architecture (sthdpatya or vastu-Sastra). 


The application of definitions of some terms can not be exactly 
taken equally in case of both free-standing (citra) and relief sculptures 
(citrardha or ardhacitra) as well as paintings (citrabhasa) but with a slight 
modification in order to balance the position of the icon in case of the 
former. The position of mudra (hasta) in the dance (ndtya-sastra) is 
sometimes modified in the silpa-sastra, for a dancer is in a position to stay 
with a mudra (hasta) for certain moments balancing and adjusting his or 
her body naturally during that period. However, in the frozen art of 
sculpture, especially in round icons (citra), the placement and position of 
mudra must be in exact distance with reference to the posture (stances) of 
the icon. This enables the sculptor to firmly install the icon so that the icon 
remains in its place without falling down or trembling that results naturally 
due to gravitational force. 


There are some terms to be defined with reference to context, 
based on grammatical aspects of the language and modes of interpretation. 
For instance, one can take the phrase ‘vrksadandayudha’, a compounded 
phrase of three words, vrksa (tree), danda (trunk or club) and adyudha 
(weapon). In this phrase of bahuvrihi compound, the word dyudha is 
common one. The words vrksa and danda can be taken as two different 
objects resulting in two different attributes (dyudha). In case the term 
‘vrksa@’ is taken as an adjective qualifying ‘danda’ meaning ‘trunk of tree’, 
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the attribute is one with the meaning ‘weapon in the form of tree-trunk’. 
The term ‘danda’ is sometimes taken to mean the attribute gadd. As the 
phrase is adjective qualifying the demons Madhu and Kaitabha, both the 
meanings are applicable, for the powerful demons are described to use 
anything as their weapon. In the sculptural panel of Anantasayin, it 
appears better if these two demons are depicted with club (gada or danda) 
rather a huge trunk of the tree, balancing the aesthetic appearance of the 
panel. 


Another instance is padmdsana, a type of pedestal (pitha) as well as 
a sitting posture. In case the icon is depicted in seated stance (dsina), this 
term may be applicable in both the meanings but in standing (sthanaka) 
stance of the icon, the term denotes only the pedestal. 


It is, therefore, very important to discuss and define the technical 
terms found in the Vaikhanasa treatises with the help of other earlier and 
contemporary works on art and architecture and performing arts as well. 
The terms in major classifications are the hand gestures (mudra or hasta), 
pedestals (pitha), postures (asana), attributes (dyudha), garments (vastra), 
hair-styles (kesa-bandha), crowns (makuta) and the ornaments (abharana). 


The terms, which are not described in the Vaikhanasa treatises, are 
gleaned from some of the contemporary works on iconography such as 
Brahmiya-citrakarmasastra, Sdrasvatiya-citrakarmasastra, Sakaladhikara, 
Kasyapasilpa and Mayamata' as well as the treatises on dance (nrtta- 
Sastra). Because, as it is stated in Visnudharmottarapurana, the physical 
features and expressions such as glances, hastas (mudras), ees and 
poses are same in both the silpa-sastra and natya-Sastra.” 


Types of icons 

The terms bera, mirti, arcéd and vigraha are synonymous meaning 
‘icon’. The Vaikhanasa works prescribe five varieties of icons viz. dhruva- 
bera, kautuka-bera, utsava-bera, snana-bera (tirtha-bera) and bali-bera. The 
dhruva icon is the most essential among all. All of them differ from each 
other in function and material, though they represent the Supreme Being 
in the analogy of agni (fire) represented in various forms like gdrhapatya, 
and so on. 


' An analytical comparison of the description of these treatises almost tally with 
the icons / sculptures found in South India from early period. 
2 VDP. II.35.5b—7a: Yatha nrtte tathd citre trailokyanukrtissmrta / 

Drstayasca tatha bhava angopangani sarvasah / 

Karandsca ye mata nrtte purvokta nrpasattama / 

Ta eva citre vijfieyaé nrttam citram param matam / 
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Dhruva-bera 

The dhruva icon is the depository of the energy / power of the 
Supreme One or any deity invoked in it. This is stable form (acala) of 
Visnu invoked in it! At the time of every function, the power instilled in 
the dhruva-bera is partly carried to kautuka (cala form) and other icons in 
the way Agni (fire) is carried from gdarhapatya to other fire-altars like 
Ghavaniya;? or it may be in the analogy of lighting one lamp from the 
other.’ At the end of the relevant ritual, the power is transferred to dhruva 
icon the same way the fire is transferred from dhavaniya to garhapatya 
after concluding the sacrificial rite.’ 


The dhruva icons may be made of processed earth (mrd), wood 
(daru), stone (sila), metal (loha) and gem or precious stones (ratna). The 
round icons (citra) can be made of any material but relief icon (citrardha) 
should not be made of metal or wood.’ The stone or processed earth (mrd) 
is commended for the large immovable (acala) dhruva icon though copper 
and wood can also be used for the same.’ The dhruva icon made of wood 
and stone should have colour (varna).’ The dhruva icon of Visnu should 
not be made of burnt bricks (pakva-istaka), hermaphrodite (napumsaka) 
stone or tree, burnt clay (pakva-mrd) or material mixed with garlic, stone- 
powder, and so forth.* 


There are some prescriptions regarding the dhruva icons. First, the 
dhruva-bera should have the proper measure, for an icon without proper 
measure is considered defective and it does not serve the purpose of 
consecration. Even after the creation of the icon, if such problem is 
noticed, the icon must be renovated or beplaced with a new one, after 
performing some expiatory (prayascitta) rituals.” 


The temple, both main (miila-dlaya) and sub-ordinate (anga-dlaya 
or parivara-dlaya), is defined in three grades based on the presence of the 
icons.” The temple housing both dhruva and kautuka icons is of uttama 


' KIK.73 p.132. 

* [bid., 68 p.121. 

3 KIK.68 p.120; VAI11 p.40; 65 p.120; VAS.15.8; YAJ.5.29b-30a; 29.60b-61; 31.6; 
31.18-19. 

“ KIK.73 p.134; YAJ.45.28-29a. 
> §AA.67.26b-27a. 

° KIK.AO p.72. 

7 §AA.13.52, 

® VAK.64 p.399. 

° Tbid., 63 p.395. 

10 KRA 5.314, 315a. 
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grade; the same with ekabera mode is madhyama grade; and worship on 
pedestals or elevated platforms (pitha) is of inferior (adhama) quality. 


There are some ritualistic injunctions pertaining to the dhruva icons 
based on the material used. In the place of dhruva-bera with colouring over 
it, the water is not poured directly on the icon during the ritual of abhiseka, 
but a mere sprinkling of water on the same.’ Similarly, at the time of 
consecration, the water should not be used for bathing ceremony if the 
dhruva icon is smeared with oil but only after cleaning the same.” 


The dhruva icon is found in two types viz. dhruva and dhruvarca. 
The dhruva icon is one in addition to that of kautuka. Dhruvarcaé icon 
serves the purpose of both dhruva and kautuka icons’ (dhruva kautuka 
aikye) where a separate kautuka icon cannot be set up.’ It is meant for the 
worship in the brahma-sthdna in the sanctum (brahma-sthana-arcana- 
arha). The dhruvarca form can be in citra (round sculpture) or citrardha 
(relief) but not in the form of abhasa (portrait or painting).° Dhruvarca 
icon may be without colouring if made of stone.’ It should be made of 
copper or stone.* In dhruvarca aspect, Visnu should not be depicted in 
Sayana (recumbent pose) but any other stance viz. sthanaka (standing), 
asina (seated) and ydnaka (moving or mounted on vehicle).’ In this, 
Visnu’s icon is accompanied with that of Sridevi and Bhiidevi.'"” However, 
the icon of Narasimha in dhruvarca'' mode without the icons of the 
consorts is commended.” The icons of other divinities in the temple must 
also be in dhruvarcdé mode in stone if the main shrine houses the icon of 
Visnu in dhruvarca form.” 





! KJK.73 p.133; KLA.16.133-134b. 

* KRA.25.75-16. 

3 Ibid., 8.143b, 146b. 

4 VAK.72 p.449. 

> KRA.20.170a. 

° VAK.15 p.71. 

7 KRA.8.92; 20.169b. 

8 VAL10 p.35; VAK.15 p.69-70. 

° VALI0 p.35;VAK.15 p.69. 

1° KRA.12.37b. 

'! Yoga-narasimha icon in the temple at Ghatikacalam (Sholinghur near 

Kanchipuram) and in the cave temple at Anaimalai (present Narasingam near 
Madurai) and Virasana Narasimha at Singaperumalkoil (near Chennai) and in the 

Narasimha cave temple at Namakkal are the good examples of this type of 

Narasimha. 

2 KRA.12.39a. 

8 KRA.S.91; 17.46b-47; SAA.20.44-46; YAJ.12.24. 
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Dhruvarca is called eka-bera in case the icon of wig is not 
accompanied with that of the consorts ic. Sridevi and Bhiidevi.! Even at 
the time of renovation, the icons of the consorts should not be set up 
together.” However, the icon of Sridevi? can be added later for the 
promotion and fulfillment of all desires.’ Atri refers to the rule (sésanam) 
that the stone icon of eka-bera mode of worship devoid of colouring should 
not be set up in the garbha-grha except in the middle part called brahma- 
bhaga.’ The icon without colouring is unblemished.° This mode of worship 
yields the other world i.e. moksa (amusmika).’ In case the icon in main 
shrine is eka-bera, the icon of other divine beings present in the temple 
must be of stone.* 


Kautuka-bera 

The terms arca and kautuka are synonymous.’ The icon is called 
kautuka as it yields the prosperity and auspiciousness to all.” Kautuka icon 
is the representation of Visnu’s sakala and sthiila form, which is the cause 
of all. This icon is meant for daily worship (nitya-piija).!' The kautuka icon 
is mobile (cala) substitute for the dhruva aspect of Visnu, who is eternal 
(nitya), subtle (saksma) and indiminishable (aksara).’* Therefore, the 
kautuka icon should not be established without the installation of the 
dhruva icon, for, in that case, it becomes abhicarika.’? Kautuka-bera should 
be placed in brahma-sthana."* 


Kautuka-bera plays an important role in the rituals and ceremonies. 
At the necessity of the renovation of the dhruva-bera, its energy is 
transferred to kautuka icon and returned to the same after the repair.” If 
the dhruva-bera is in the form of abhdasa (portrait), kKautuka icon is used for 


' KRA.8.147a; 6.27b, 31b. 

* Ibid., 12.37a. 

> Sridevi here must be in the form of Yogalaksmi as Srivatsa to be added as 
adorning the chest of Visnu. The addition of Yogalaksmi in the necklace is 
prescribed in Prakirnddhikdra (17.5659). 

* KRA.12.38. 

> §4A.13.53b—-55b. 

° KRA.20.171a. 

 [bid., 8.147b. 

8 KRA.17.46b-47; SAA.20.44-46; YAJ.12.24. 

? SAA.24.1b. 

1° Tbid., 24.2b. 

1 KLA.20.7a. 

2 KIK.73 p.132; SAA.36.3, 5b-6a. 

8 VAL62 p.209. 

4 SAA.40.1b. 

® VAK.72 p.451. 
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all ceremonies. From the dhruva-bera, the energy is invoked into the 
kautuka-bera before the commencement of rituals and is returned to 
dhruva afterwards.’ When the kautuka icon is taken away or broken by the 
enemies, a kiirca’ made of gold is kept in its place. The power is instilled in 
the karca from the dhruva icon or the sun. At the time of installation of the 
new kautuka icon, the power vested in the kurca is returned to the dhruva 
icon and from it to the new one.*> The same way, if the dhruva icon is lost 
or damaged by enemies, the kautuka icon serves the purpose as the media 
of worship till a new dhruva icon is established and consecrated." 


The posture of the kautuka-bera depends on that of dhruva-bera. 
Generally, the Kautuka icon resembles the dhruva icon in all aspects” (Plate 
XVI-b and c). Otherwise, the icon causes destruction to the king and the 
people.° This should be in standing posture if the dhruva icon is in standing 
stance.’ However, Marici refers to some other authorities that the 
kautuka-bera and utsava-bera may be in seated form though the dhruva- 
bera is in standing stance. The same may be in standing or seated posture if 
the dhruva icon is in seated or reclining posture. Hence, in case of 
Anantasayana, the kautuka-bera is to be depicted sitting on the couch of 
Ananta overshadowed with the serpent hood consisting of seven or five 
heads.® The kautuka icon must be in standing stance in case the dhruva- 
bera is in yanaka aspect. Moreover, the kautuka icon installed in a temple 
should not be installed and consecrated again anywhere else, as it becomes 
abhicarika.’ 

The kautuka icon is always fashioned in uttama dasa-iala. It should 
have one third of the total height of the dhruva icon.'° The dhruva icons of 
Matsya, Karma and Varaha, Narasimha, Vamana and Trivikrama forms of 
Visnu are established in the garbha-grha. However, their kautuka icon 


 Tbid., 15 p.71. 

2 A number of darbha or kuSa grass, generally seven or its multiplication, is tied 
together with the knot on the topside and this is called kurca. This is essential for 
every temple and domestic rituals. There are also strict rules as to how thiskarca is 
to be placed in pitcher (kumbha or kalaSa) or in sthandila (squire diagrams). 

3 VAK.64 p.400. 

4 VAL63 p.213. 

> KLA.2.77b; KRA.6.19b; 21.13b; SAA.59.34b; 69.132a. 

° KIK.99 p.188. 

7 KIK.99 p.188; KRA.6.20; 21.14-15a; SAA.68.5-6; VAI.23 p.76; 31 p.110; VAK.22 
p.149; 36 p.251; YAJ.17.3. 

= VAI31 p.i10, 

» SAA.75.25-26a; 68.56b-57b. 

© KRA.5.275b. 
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should be Visnu with four arms in standing posture.’ The kautuka-bera of 
other incarnations may be same as the dhruva-bera or Visnu with four 
arms... The kautuka icons of Paficamurtis should resemble the dhruva- 
bera’ Alternatively, they may be like four-armed Visnu. 


The kautuka-bera may be made of wood, stone, copper, silver, gold 
or precious stones,’ each succeeding one being superior to the preceding 
one in that order. However, the kautuka icon should not be made of 
processed earth (mrd). The icon made of wood and stone must have 
colour (painting).° The pedestal (pitha) of the icon must also be made of 
the same material used for the icon.’ The material of the kautuka-bera 
results differently. The wooden icon yields progeny; the stone icon causes 
long life; copper icon helps to achieve all sorts of prosperity; silver icon 
enables to get fame; golden icon is meant for nourishment, prosperity, 
happiness and all good results in both here (aihika) and hereafter 
(amusmika); and the kautuka-bera made of precious stones (rata) brings 
peace to all the worlds and enables one to reach spontaneously Sayujya- 
loka of Visnu.2 The kautuka icon may be made of the metal mixed with 
gold but not with iron (dyasa), brass (drakiita) and lead (trapus) as it 
becomes @bhicarika.’ The sculptor or silpadcdrya must be very attentive 
while casting the kautuka-bera, for the same, worn-out and having holes 
and hollow inside, becomes defective and results in abhicarika.’° 


The classifications like yoga, bhoga, etc., are applicable only to the 
dhruva icons. Hence, the kautuka-bera consorted with the icons of Sridevi 
and Bhidevi is very beneficial even though they do not accompany in 





' KJK.79 p.152; PRA.13.10b; SAA.24.33a; 58.15b; VAIS7 p.195,; VAK.22 p.149; 55 
p.364-365. _ 

* KRA.6.21b; VAK.22 p.149. 

3 VAIS p.110. 

4 SAA.24.4b-Sa; 76.51; VAK.22 p.148. 

> §AA.25.22-24; VAI23 p.75. 

° SAA.13.52. 

1 VAT23 p.77. 

8 §AA.19.22b-24a; VAK.22 p.148. 

As per BCS (15.33-35a), the kautuka icon made of wood is of inferior (@dhama) 
grade; the kautuka-bera made of stone, copper, silver, gold, gem and ruby 
(manikya) is superior in ascending order; of all, the kautuka icon made of ruby 
(manikya) results in both enjoyment (bhukti) and salvation (mukti). 

* KIK.99 p.189; SAA.68.1, 13. 

® SAA.68.21. 
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dhruva form.’ This causes the promotion of progeny and other sorts of 
enjoyments. 


Utsava-bera 

The utsava icon is meant for procession and festivals like nityotsava 
and mahotsava, hence the name. This icon is meant for all kamya rituals.” 
Two third of the total height of the dhruva icon is considered to be the best 
size of utsava-bera; one third of the total height of the dhruva icon is of 
medium grade. In case the dhruva-bera is established in eka-bera mode, the 
utsava icon has the same measurement.’ It must be made of metal alone 
and it should not be made of stone or wood." The utsava icon in general as 
well as that of Matsya, Karma, Varaha, Narasimha, Vamana, Trivikrama, 
Parasurama and Kalki must be made like that of Visnu with four hands in 
standing stance.” This must be placed on the left side of the kautuka-bera. 


The posture of the utsava icon depends on that of kautuka icon. 
Marici refers to some other authorities that the utsava-bera may be in 
seated form though the dhruva-bera is in standing stance.’ However, 
Bhrgu insists that the utsava icon must be in standing stance.” Utsava-bera 
accompanied with the icons of the consorts Sridevi and Bhidevi is 
commended even the kautuka icon is not with the icons of consorts.” 


Bali-bera 

The bali-bera is meant for offering bali (food or bala) to all the 
divine beings in the temple premises as well as the divinities invited during 
the festivals. Bali offering makes them energetic, hence the name.'” At the 
end of the piija, after invoking the deity present in the dhruva-bera in the 
bali-bera, the latter is carried in the palanquin or on the head of paricaraka 
(temple attendant) and the bali, in the form of food, water or both, is 
offered to all the deities in their respective places.'' After this, the energy 
invoked in the bali-bera is returned to the source i.e. dhruva icon. 


1 KRA.6.26b; 12.19; SAA.39.24-27; VALA42 p.145; VAK.22 p.149. 
* KLA.20.7b. ° 

3 KRA.6.18a. 

4 $AA.24.19b; VAL.23 p.76; VAK.22 p.149. 

5 KRA.6.22; SAA .24.31-33a; VAI.23 p.76, VAK.35 p.247. 
° SAA.40.2a. 

7 VAK.22 p.149. 

* VAIITA. 

° KRA.6.26b; VAL42 p.145; VAK.22 p.149. 

10 KJK.104 p.195; VAI.66 p.220. 

" VAI66 p.221. 
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The bali-bera must be in the form of four-armed Visnu in standing 
stance.’ It should not be accompanied with the icons of the consorts i.e. 
Sridevi and Bhiidevi’ but they are optional according to Marici.’ In case 
the bali-bera is installed with consorts, they should also be carried during 
the time of offering bali.’ 


The bali-bera must be equal in size to that of the height of face of 
the dhruva-bera? i.e. one tala proportionate to the latter. On the other 
hand, its size may be half or one third of the size of kautuka icon.’ This 
icon should not be made of stone and wood.’ 


Bhrgu refers to some other authorities to the effect that the bali- 
bera can be brought from another temple for the purpose of the utsava* 
and this confirms the necessity of bali-bera for the festivals but its optional 
installation in the temple. 


Snana-bera (Tirtha-bera) 

Snana-bera or snapana-bera, known as also tirtha-bera, is the icon 
meant for the daily bathing ceremony (abhiseka) as well as for the 
tirthotsava performed on the concluding day of any festival. The snana-bera 
must be in standing stance with four arms. Snana-bera of all incarnatory 
(avatara) forms must be like that of four-armed Visnu.” 


The sndna-bera should not be accompanied with the icons of the 
consorts viz. Sridevi and Bhidevi.'? However, as per Marici, the same.may 
be with the icons of consorts.'' The sndna-bera should be placed on the 
right side of kautuka icon in the sanctum sanctorum.’”” The icon must be 
made of metal. Utmost care must be taken while creating the snanapa-bera, 
for the same worn-out and with holes and hollow yields the result of 
abhicarika.”* 





' VAK.35 p.247; YAJ.17.4. 

2 KRA.6.27b, 31a; 25.79a. 

> VAK.40 p.277. 

4 KRA.25.81a. 

> Ibid., 6.18b. 

® Tbid., 6.19a. 

7 VAI23 p.16; VAK.22 p.149. 
5 KRA.26.69b. 

° [bid., 6.20b, 25a; VAK.22 p.149; 35 p.247; YAJ.17.4. 
10 KRA.25.79a. 

"| VAK.40 p.227. 

12 §A4A.40.2b. 

3 Thid., 68.21. 
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Asanas (Postures) 

One can find a number of postures of both seated and standing 
stances in the Vaikhdnasa treatises. The commonly used ones are 
sukhasana, padmasana, svastikasana, virdsana, utkatikdsana, prasdradsana 
and ekajanukrama in seated postures and samapdadasthanaka, sthitakufcita, 
svastika and urdhvajanu in standing postures in addition to three types of 
bharnga. 


Sukhasana indicates any comfortable seated position. However, in 
many cases, it refers to a sitting pose in which the divinity is on a pedestal 
with one of the legs resting flat on the seat while another is let down (Plates 
XI-b, XIV-c). This pose may be taken as rajalilasana or lalitasana with one 
leg resting flat on the seat and another knee is raised upwards from it and 
the right arm, as danda-hasta or gaja-hasta, is stretched out and is placed on 
the raised knee (Plates XIII-b, XIII-c, XXX-e). 


Padmasana is a sitting position in which the legs are crossed with 
the soles of the both feet turned upward and resting on the opposite thighs. 
This denotes deep meditation and concentration. Brahma seated on the 
lotus issued from the navel of Visnu is depicted in this pose (Plate XVIII-c 
and XXI-b). This pose is prescribed for the icons of subordinate divinities 
to be depicted in worshipping attitude. This pose is also applicable for the 
dhruva icon of Yogasana Visnu. In ardhapadmasana, the folded legs are 
placed one above the other (Plates XXX-a, XLVII-c). 


Svastikasana is almost same as the padmdsana but in this cross- 
legged position, the toes are hidden in the hollow of the opposite knee. 
This is applicable for the icons of yogin and worshipper. 


Virdsana pose is almost same as sukhasana but with one of the legs 
hanging below the seat while another leg is bent and rests across another 
thigh. In this, the upper part of body should be erect (Plates V-b, XIII-a). 
This indicates heroic (vira) attitude. This is found in the seated icon of 
Jamadagnya (Parasurama) and Balabhadra in ekabera-krama worship. 


Utkatikasana (utkutikasana), known as also yogasana, is applicable 
for the divinities engaged in meditation. In this, the icon is depicted seated 
with heels kept close to the bottom and the forearms resting on the knees 
raised above the seat. In order to keep the knees firm in the position 
described, a cloth band (yoga-patta) is tied round the raised knees and 
waist or the lower part of the torso. Both the hands are placed on the knee 
as gaja-hasta or danda-hasta. Hence, this posture is also known as gaja- 
hasta-dsana (Plates VI-a, XII-a, XXXIII-a, XXXIII-b). It is called ardha- 
utkatikdsana in case one of the legs remains hanging down (Plate XII-c). 
This is found especially in the icons of Narasimha. 
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Prasdrasana is the sitting pose generally applicable for the seated 
icons of female divinities. The icon is depicted seated well with both the 
legs let down comfortably. This pose is applicable for the icons of 
Gajalaksmi (Plates LIII-b, LIII-f) and the mother goddesses (Sapta-matr- 
gana) and Jyestha (Plates LV-a, LV-b). 


Ekajanukrama pose is applicable for the icons of worshipping 
deities and sages found on either side of the main (central) icon inside the 
sanctum sanctorum. In this seated pose, one of the knees is placed firmly 
on the ground and another knee is raised so that the foot of the same leg is 
firmly planted on the ground (Plates XX-b, XX-c, XXII-b). 


The standing stance called samapdada-sthanaka, by the term itself, 
indicates the perfect straight pose commonly found in almost all the icons 
of Visnu. In this, the brahma-sttra (middle plumb-line) divides the body 
equally on vertical plane right from the head to leg. Both the feet are 
placed firmly on the pedestal. This pose indicates calmness and majesty 
(Plate VI-a). 


There are found three types of sthanaka postures with reference to 
the flexions of the parts of the body. This is known as bhanga, based on the 
loss of height in the sense of lowering it on vertical plane, resulting from 
keeping the legs at three different distances in which also the head and 
other parts of the body are naturally deviated sideward from the brahma- 
sutra (middle plumb-line). They are abhanga, samabhanga and atibhanga in 
which the natamdna (loss of height vertically by flexion of body) is three, 
four and five angulas respectively. In sthita-kuficita’ pose, one foot is 
planted straightly and firmly on the pedestal and another foot is placed on 
the pedestal with a slight bend at the knee, hence the name. This is found 
in the icons of female deities. Marici insists on that the icons of Sridevi and 
Bhidevi accompanying Visnu on either sides must be depicted in this 
stance but uniformity is to be maintained i.e. the inner legs must be firm 
and outer leg must be bent or vice-versa but uniformly (Plate XXXIX-c). 
In this pose, the icon is in one of three bharigas. This pose is applicable also 
for the icons of Durga and other female deities (Plates LIV-a, LIV-b, LIV- 
c) in standing stance. 


The standing posture in svastika, also mentioned as padasvastika, 
refers to a standing body pose in which one foot is planted firmly on the 
pedestal and the other crossing over the first which rests on the toes 
(Revati in Plate XXXIX-a). This pose is found in the icons of Krsna. This is 
also known as ekapddasamasthana. 


' The term ‘sthitakufcita’ is not directly used in the Vaikhdnasa treatises but the 
description is alone found. 
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In the standing pose viz. ardhvajanu, one of the knee is raised to 
the level of medhra or the waist in standing pose. This is found in the icon 
of dancing Krsna (Plate XLIII-c). This term is used also for seated posture 
of the icons of Aniruddha and bhogasana form of Visnu. In such posture, 
one of the legs, flexed horizontally, is placed conveniently on the couch of 
Ananta (serpent) and another leg hangs down the couch but the foot 
placed on one of the coils of the couch with a gentle raise of knee 
indicating the relaxed state of the deity. In seated icon, one hand, as danda- 
hasta, is placed on the knee and the other hand is placed on the couch, as 
nidra-hasta, in support of the body leaning gently on the back. 


Hasta and mudra (hand gestures) 

The hand gestures are called invariably as mudra or hasta. The 
hand-gestures called hasta or mudra symbolizes some meaning and they 
play an important role in sculptures as well as dancing and rituals. 
Coomaraswamy’ observes “Certain of dance poses not only merely a 
general linguistic, but also a special hieratic significance. These poses, 
chiefly of the hands, are spoken of as mudrdas (seals), and are more or less 
familiar to the students of Hindu iconography. It is, however, scarcely 
realized how closely connected are the dancing and the sculpture”. 
According to Liebert,’ the term hasta must be taken in the sense that the 
hand holds some attribute and the term mudra should be taken in the sense 
that the gesture signifies some symbolic meaning, though both the terms 
mudra and hasta are used in general. Banerjea’ states, “The technical term, 
used in the texts to denote these poses, is mudra; sometimes the word hasta 
is also used to denote one or other of these hand-poses. The latter is 
generally used in cases where the whole of the arm along with the hand is 
shown in a particular pose (cf. dandahasta, gajahasta, katihasta, etc.), while 
the former usually denotes the peculiar posture in which the palm with the 
fingers is shown (cf. jnanamudra, cinmudra or vyakhyanamudra, yoga- or 
dhyana-mudra, etc). It must be observed, however, that sometimes, though 
comparatively rarely, both the terms are used in the texts to signify 
particular hand-poses; thus, in iconographic parlance, abhaya-mudra and 
abhaya-hasta and varada-mudra and varada-hasta are equally appropriate.” 


There are some terms used in Vaikhanasa texts indicating two or 
more definitions. For instance, the word danda-hasta means both ‘the hand 
in a specific gesture’ as well as ‘the hand holding a gada (club)’. Such 
definitions must be taken by the Silpdcarya or sthapati with reference to 
context. One can safely conclude that the term hasta may mean both a 


! AK. Coomaraswamy, Mirror of Gestures, Introduction, p.8. 
? Gosta Liebert, Iconographic Dictionary of the Indian Religions, p.182. 
3 J.N. Banerjea, Development of Hindu Iconography, p.246-247. 
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functional gesture holding any attribute (weapon or dyudha) as well as 
signifying certain meaning whereas the term mudrd means signifying 
different meanings like fearlessness (abhaya), charity (dana), and so on. 


The hastas or mudras are in two types viz. samyuta (combined) i.e. 
using both the hands and asamyuta i.e. using one hand.' Well known are 
thirty-two major hand poses, twelve hand movements and twenty-four 
combined hand poses. However, we come across in the Vaikhanasa 
treatises a number of hand gestures. The hand poses can be easily classified 
as functional i.e. holding any attribute or conveying some significant 
meaning. For instance, the gestures such as varada and tarjani convey some 
meaning. The kartarimukha gesture is to hold the attribute on its top. Some 
of them are not directly functional but just to beautify or to balance the 
icon or the posture. For example, in dola-hasta, the hand hangs along the 
body to balance the icon as well as to add aesthetic appearance especially 
in the icon in one of the three sthitakuricita or bhanga stances. 


The Vaikhanasa treatises prescribe a variety of such mudras but 
they hardly describe them. However, the sections on iconometry in such 
works clearly prescribe the distance of placement of the mudra or hasta 
with reference to the brahma-siitra (middle plumb-line) or any relevant 
part of the body of the icon. 


Abhaya-mudra, normally held in the lower right hand, symbolizes 
the assurance of fearlessness, tranquility and protection given by the deity 
to his worshipper. This hand pose is very common in the icons of Indian 
deities. The right hand, displayed palm outward with the fingers raised, 
remains turned towards the onlooker. In some icons, a small Jotus-bud 
(padma) is shown between the thumb and index finger (Plate I-b) which 
portrays the skill of the sculptor besides expressing aesthetic beauty and 
benign (saumya) nature of the deity. This pose is also referred to as pataka- 
hasta in Vaikhanasa works. In abhaya-hasta, the tip of the middle finger 
must be at the level of breast nut of the icon at the distance of thirteen 
angulas.’ The middle line (madhya-rekha) of the palm must be at the 
distance from madhya-sitra by thirteen to seventeen angulas.’ The middle 
of elbow must be at the distance of sixteen to eighteen avgulas from the 
madhya-siitra.’ The elbow must be at five and half or six angulas from the 
side of body at sroni level.’ 





' Coomaraswamy, op. cit., p.28. 

* VAK.22 p.160; SCS.14.31a. This is applicable for the image insamapdadasthanaka. 
* $CS.14.29b-30. 

* Tbid., 15.50. 

* Ibid. 15.51. 
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Pataka-hasta is almost same as abhaya-mudra but the hand kept 
away horizontally. Walker describes ‘the open palm upright, usually facing 
the spectator, fingers close together and pointing upward, thumb slightly 
bent inwards to touch the lower side of the forefinger’.| This gesture is 
found in the icon of Garuda depicted on the cloth-banner (dhvaja-pata) as 
well as in dancing Krsna image (Plates XLIII-b, XLIII-c). This pose 
signifies the heroic (vira) attitude. 


Varada-mudra, which is the same as abhaya-mudra but turned 
downward hanging loose, signifies charity or boon conferred upon the 
devotee. Walker observes that the pataka with the hand pointing 
downwards, palms towards the spectator, fingers stretched and sloping 
downwards as if offering something is the varada, signifies the bestowing of 
gifts.’ The fingers may remain half closed. The side of the palm must be at 
the distance of six arigulas from the side at medhra level’ with the position 
of tip of the middle finger at the lower level of Sroni.* In case this gesture is 
on the left side, the edge of manibandha (prstha) must be at navel level? 
Generally, this pose is prescribed on the left lower hand parallel to the 
right lower hand bearing abhaya gesture as to balance both sides of the 
body of the icon. This is one of the common hand gestures shown almost 
in all icons of the deities in Indian religions. This hand pose may be on any 
side but obviously the lower hand. 


Dana-hasta, indicating charity, resembles varada-hasta but normally 
in the lower right hand with some differences in inter-space (upamdna) and 
description. Liebert observes, ‘the hand in this pose hangs lose, the palm 
outwards with all the fingers outstretched; the hand may also be half 
closed’. The icon of Mahabali is depicted with this gesture. This gesture is 
also prescribed in some icons of Visnu generally on the lower right hand 
especially in the temples of south Tamil Nadu. 


Adana-hasta resembles dana gesture but the fingers are slightly 
raised up in a position to receive something from others. This gesture is 
found in the icon of Vamana and Trivikrama (Plate XXXV-a). 


Svagata gesture is almost same as the varada-mudra but with slight 
difference in the position. This gesture is generally in the right lower hand. 
This indicates the invitation of the deity to the worshipper. Sometimes this 
gesture is held as samyuta-hasta using both the hands in case of devotees. 


' Benjamin Walker, Hindu world, VoL.II p.86 
* Ibid., p.86 

> VAK.22 p.160. 

* §CS.14.34a. 

> Ibid., 15.48a. 
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The palm remains half closed. The tip of middle finger must be at navel 
level at the distance of ten arigulas.' 


In kataka pose, all the fingers, right from little finger to index 
finger, remain bent and the thumb is bent a little.? This resembles almost 
the side part of crab. This is a common pose in the sculptures of female 
deities like Sridevi and Bhiidevi holding flower in it. In this gesture, the top 
of fist must be at the level of breast-nut of the deity in case the hand is in a 
position to hold any object like flower. This gesture is very common in 
male icon like Visnu, Siva, and so forth, in the lower hand almost parallel 
to abhaya or varada held in other lower hand. In such gesture, the wrist 
must be at the level of upper part of hip (kati).’ In the seated icon, the 
wrist must be at the distance of four or five arigulas from the mid-thigh.* 
This gesture holding the arrow remains at the level of medhra-sutra in the 
icon of Rama’. In the icon of Balarama, this gesture is at the height of 
Sroni-siitra holding the attribute musala (pestle).° Krsna is depicted 
holding a sportive staff (Aridd-yasti) in his right hand with kataka-mudra 
just below nabhi-sitra with the distance of three, four or 5 angulas from the 
side part of body.’ This is called dhanur-hasta in the icon of Rama holding 
a fictive bow or one which has just released the bowstring. This remains at 
the height of usnisa with the distance of twenty-four avigulas from the side 
of the crown (mauli-parsva).” In the icon of Balarama, the left hand with 
this gesture holding the attribute hala (plough) remains at the level of 
bahu-sutra.’ 


In simhakarna-mudra, the middle finger remains bent and reaches 
the middle of the palm; the ring finger is half-bent; and other fingers are 
slightly bent, as per Kasyapa-silpasastra.”” In general, this gesture, 
especially the index finger and little finger, resembles the lion’s ear. As per 
Liebert, this mudra resembling the lion’s ear signifies the hand pose of the 
right hand having just released the bowstring when shooting-off an arrow, 
this pose being very similar to that of holding a flower in kataka-mudra." 





' VAK.22 p.160. 

2 KSS.64.12b-13a. 

3 §CS.14.33. 

4 Tbid., 14.36b. 

> VAS.20.33b. 

6 PRA.15.67a; VAS.21.7. 
T PRA.16.12b-13. 

8 VAK.58 p.377. 

° PRA.15.67b; VAS.21.8a. 
10 KSS.64.13b-14a. 

! Liebert, op. cit., p.270 
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Rao too opines that both kataka and simhakarna gestures are identical.’ 
However, this differs from Aataka-mudra with reference to the position of 
the fingers. 


Ahiya-varada gesture almost resembles the simhakarna-mudra. 
Liebert’ states that this resembles kataka-mudra but which displays a 
quarter of the degree of turning shown therein so that the upper side of the 
hand is turned upwards. Thus, it has much the same meaning as the varada- 
mudra, though not resembling that hand pose. This gesture indicates both 
the invitation (ahvana) and charity (varada). The hand is displayed palm 
outward, turned towards the worshipper with the fingers raised. In many 
icons, this gesture is shown on the left side, balancing abhaya-mudra on the 
right. This is typical in south Indian sculptures alone especially of Pallavas 
and their contemporaries viz. Pandyas, Muttaraiyars and Atiyas. 


Kartarimukha pose is very common only in the South Indian 
sculptures. The ring finger and the thumb remain bent touching each other 
and press against the palm of the hand. The little finger is slightly bent. The 
index and middle fingers are stretched upwards,’ holding an attribute 
between the index and middle fingers in which index and ring fingers 
resemble open pair (mouth) of scissors (kartari). Generally, the backhands 
are represented with this gesture holding any attributes such as cakra, 
Sankha, parasu, padma and kamandalu. In this hand gesture,’ the tip of the 
middle finger stretched upward should be equal to the level of hikka-siitra; 
the distance between the manibandha (wrist) and the outer side of the 
upper part of arm is eight angulas; the elbow must be at the distance of six 
argulas from the side part of mid-belly (madhya-udara). 


Katihasta is generally known as katiga, katistha, katisamsthita and 
katyavalambita. The hand remains bent a little at the elbow and placed on 
the upper part of the waist. 


Katyalambana-hasta seems to be same as the above but it slightly 
differs by placement of hand. This is also known as uruhasta and 
uirupratisthita. In this, the hand is let down with ease along the side of body 
and the hand is made to rest on the loin or thigh. However, in the seated 





' Rao, op. cit., Vol. I pt.1 p.15. 

* Liebert, op. cit., p.7 

° KSS.64.15-16a. 

4 VAK.22 p.160. 

According to Kasyapa-silpasastra (64.16b), the elbow must be near the side of 
§roni at the distance of five to seven angulas. 
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icon, the hand is bent at elbow. The hand holds the attribute gada (club) or 
it bears alapadma-mudra in which the palm turned downwards remains 
very close to the thigh. The palm must be along the thigh in which the tip of 
the middle finger remains equal to the edge of medhra.' 


In tarjani-mudra, the thumb touches the tip of other fingers 
excepting the index finger that remains straight facing upward. This 
expresses the threatening attitude. The icon of Visvaksena is depicted with 
this mudra on the lower right hand in many temples but Vaikhanasa 
treatises do not mention him with tarjani-mudra. The dvara-palakas (door- 
keepers) are depicted with this gesture. 


Sici-mudra indicates or points out something. This gesture almost 
resembles tarjani-mudra in case the index finger alone is projected. 
However, the index finger may be facing any direction. Sometimes, the 
gesture with open hand serves the purpose. In the Trivikrama icon, the 
hand with this gesture is stretched parallel to the lifted up leg. 


In tadana-hasta (praharana-hasta) the right hand with pataka- 
mudra is raised upward as though about to strike someone is the 
capetadana, ‘slap-giving’, and signifies strife, anger.” The icon of Garuda 
present in the panel of Trivikrama is depicted with this gesture in the 
attitude of attacking Sukracarya, the preceptor of the demons, who tried to 
prevent the demonic king Mahabali from granting the three feet of land to 
Vamana. In the panel of recumbent Visnu (Sesa-Sayi), the personified 
attributes (ayudha) hovering on the hind wall are depicted with this 
gesture. 


In musti-mudra, the fist of the four fingers’ is bent into the palm, 
and the thumb set on them. Otherwise, the thumb may be placed on the 
middle finger, and the fingers closed. This gesture is found in the icons of 
Satyaki and Aniruddha in the group of Paficavira also known as Manusa- 
Vasudeva group. This is used to hold sword or any other weapon (a@yudha) 
like sword (khadga) and shield (khetaka) to be held straight in heroic 
attitude. 


Vismaya-hasta suggests astonishment and wonder. As per Rao, the 
forearm is held up with the fingers pointing up and the palm turned away 
from the observer.” 


Uddesya-hasta or Uddesa-mudra, the term being formed from the 
words ‘ud’ and ‘dis’, must be same to siici-mudrd directing something 





' SKL.8.274. 
* Walker, op. cit., Vol.II p.86 
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towards something. If the phrase is taken as the formation of ‘ud’ and 
‘deSa’, it must be taken that the hand is raised above indicating victory or 
abhaya as in the icon of Parasurama depicted with this gesture on the right 
side. 


Vyakhyana-mudra, also known as cin-mudrd, is mostly performed 
with the right hand. The tips of the index finger and the thumb are pressed 
together, thus forming a circle, the palm facing outwards towards the 
spectator, the tips of the fingers upwards.! 


Jnana-mudra, known as also sandamsa-mudra and tattva-mudra, is 
almost identical with cin-mudra but held near the heart in which the palm 
of the hand remains turned towards the heart.’ This gesture must be half 
angula above the level of the breast-nut; and the middle line (madhyama- 
rekha) of the palm must be at the distance of twenty to twenty-three 
arigulas from navel (nabhi).? Coomaraswamy* observes, the fingers of the 
padmakosa hand are repeatedly opened and closed which is indeed 
applicable to the dance. 


In pallava-mudra, the fingers are let loose hanging downwards 
while the hand is lifted up straight (uddhrta-prasdrita) or with bend at the 
elbow. This is found in the icon of dancing Krsna as well as Gopala or 
Rajagopala placing his hand on the cow with bend at the elbow. 


Dola-hasta is also invariably used as adhah-prasarita-hasta i.e. 
hanging down. This is common in the icon of Sridevi and Bhidevi and 
consorts of other deities generally depicted in sthita-kuficita pose. Dola- 
hasta is normally applied to the hand hanging along the side of bent-leg 
(kufcita-pada) to add more beauty to the icon in a natural way. This 
gesture has no function but to balance the side of the icon. The wrist is at 
the distance of nine angulas from upper part of thigh (aru-miila).° 


Gaja-hasta or danda-hasta resembles the trunk of elephant but 
generally straight in which the fingers hang loose. The stretched hand is 
placed on the knee where the hand bears kataka or simhakarna gesture but 
facing downwards. On the other hand, the fingers may be loosely let facing 
down. This is found in the icon of Narasimha in yogic posture, especially in 





| Liebert, op. cit., p.348. 

* KLA.(Vagdevi-kalpa).15a (p.506): 
jnhanamudra ca mudrasu sandamsam hrdayonmukham / 
saiva mudra paradgbhita jrieya vyakhyanamudrika // 

* BCS.18.7b-8. 
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utkatika or ardha-utkatika poses, as well as that of seated Visnu with raised 
knee (ardhva-janu). 


Uddhrta-prasarita-hasta is a hand pose in which the hand is 
stretched out sideward sometimes with a slight bend at elbow. The hand 
remains raised to shoulder-level. The lifted palm remains at the level of 
hikka-siitra. This is found in the icon of dancing Krsna (Navanitanata or 
Kaliyanartana), balancing the body on the left side while the right leg is 
lifted up in dancing stance. 


Dhanur-hasta is not directly mentioned in the Vaikhanasa treatises 
but this is used in the icon of Rama and Laksmana. Both of them are 
depicted with left hand with this hand pose. The left hand with fingers 
formed as kataka or simhakarna gesture must be to height of usnisa at a 
distance of twentyfour angulas from the side of the crown. 


Anijali-mudra is one of the samyuta hand-poses. The open hands are 
placed side-by-side and slightly hollowed. Both the hands are clasped 
together with the palms touching. This signifies salutation and adoration. 
Ajijali-mudra held close to the chest is called hrdaya-afijali. (Plate I-a, I-d). 
The same gesture raised above the head is mastiska-ajijall. 


Puspajijali-hasta is almost identical to samputa or puspaputa 
gesture. In this, the hands are slightly curved and joined at the sides with 
the palm facing up. This is meant to receive something as well as to offer 
flower or water to others with adoration. The worshipping sages and divine 
beings are depicted with this gesture. 


Hairstyles, dresses and ornaments 

One can find in the Vaikhanasa treatises mention of a number of 
dresses and ornaments most of which are found in the contemporary Silpa 
works and also other works like Bharata’s Natya-sdstra. They are generally 
hara, graiveyaka, yajfia-siitra, kati-stitra, udara-bandha,  stana-sutra, 
channavira, niipura, paddarasa, kataka, anguliya, mekhala and jhallari and 
vanamala.' The ear ornaments are patra-kundala and makara-kundala. 
The head ornaments are kirita-makuta and karanda-makuta. 


Kirita-makuta is the long conical crown indicating the high status of 
the deity. Kasyapa prescribes the measure of kirita” The length of the 
kirita must be twenty argulas and its base must be equal to the 
circumference of the head. The circumference in the middle is thirty-three 
angulas and eighteen angulas on the top. The padma (lotus) and kaustubha 
(gem on top) totally measure five angulas. Makara-kitta measuring five and 
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half angulas must be in the middle front and patra -purima’ measuring the 
same must be on both the sides. The length of the bhiita is three angulas 
and that of makara is two angulas. The width is half as large. It is covered 
with jewelled discs in front or all sides and it has jeweled bands round the 
top as well as the bottom.” As per Sdarasvatiya- citrakarmasSastra, kirita 
must have the height of twenty-three to twenty-eight arigulas from the hair- 
limit (kesdnta). The circumference at the bottom must be half anigula more 
than the girth of the head. The circumference of its top must be four to six 
angulas less than that of bottom. On the other hand, its circumference must 
be one-sixth, one-fifth or one-fourth less than the bottom. On all the four 
sides, there must be purima (patra-purima or puspa-purima) decorating the 
kirita. 


Karanda-makuta, mentioned also as karandika-makuta, resembles 
bowl-shaped vessels placed one above another facing down. As the term 
‘karanda’ means also honeycomb, it is possible to take the shape of the 
same with the wider part below. It is short in height and small in size, and 
is, as pointed out above, indicative of subordinate status.’ It must have its 
circumference wider in the middle than both its top and bottom. The 
circumference of both top and bottom must be one-third, one-fifth or one- 
seventh less than that of the middle.” 


One can find in the silpa and Agamic treatises a number of 
hairstyles adorning the icons. They are kesa-bandha, dhammilla, udbaddha- 
kuntala, baddha-kuntala, parsva-kuntala, and so on, generally in the icons 
of female figures and jata- -bandha, jata-makuta and jata in the icons. of 
Brahma, Siva and the sages. One can come across all these varieties in the 
icons right from the early period. 


Jata (matted hair-lock) is found in three types i.e. jata-bandha, jata 
(bhara) and jata-makuta. In jatd-bandha, the hairs are tied together. In jata- 
makuta, the hairs are arranged and tied like makuta (crown). Siva is 
adorned with this hairstyle. Jata-makuta may be decorated with patta- 
bandha ot patta-hara (strips) and purima (leaf-like decoration) in the front 
side and the sides of jata-makuta. In the icon of Siva, jata-makuta must 
have the height of eighteen to twenty angulas from the hair-limit (kesdnta) 
as per Sarasvatiya- -citrakarmasastra® and its height is 24% or 24% angulas as 


1 Purima in the shape of inverted leaf is a projected ornamental component of the 
crown present along the lower rim of the crown on all four sides. 

2 Rao, op. cit., 1,1, p.29. 

> SCS.53b-S6a. 

* Rao, op. cit., 1,1,29. 

> $CS.14.79b-80. 

° Tbid., 31.28-29. 
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per Sakaladhikara.' Its girth at the bottom is equal to the head. The same 
must be one-eighth or one-seventh angula less than that of the bottom. 
This must be decorated with purima on four sides in addition and with 
crescent-moon and naganka flower on the right and left sides respectively.” 
The icon of Brhaspati (Guru), one of the nine planetary deities, is 
decorated with jata-makuta with purima. Jata-bhara may mean both the 
above in addition to the matted hairs left loose without being tied together. 


Kesa-bandha is array of hair above the head almost like makuta 
(crown) in uniform way. In dhammilla, the hair is arranged and tied at the 
back of head, of which a little portion appears head level (Plate I-d). This 
hairstyle is common in the icons of Sita, Rukmini and Satyabhama. In 
udbaddha-kuntala and baddha-kuntala, the hair is knotted as coiffure and 
tied over the head (Plate I-a). Sometimes, this coiffure may be shown 
turned sideward to add more beauty to the icons. Most of the attendant 
female figures are depicted with this hairstyle. The icon of child Krsna may 
be depicted with any of the above hairstyles. In some female figures, the 
kuntala (knotted coiffure) is decorated with crest-jewel made of flowers 
(puspa-cuda). 


Yajna-sutra mentioned in the Vaikhanasa works is different from 
pralamba-siittra or pralamba-yajfiopavita, unique feature of Visnu. 
Especially, this differentiates the icon of Visnu from that of Visvaksena 
(SeneSa). Kriyadhikara® speaks of this speciality. When Visnu had battle 
with Pralambasura, one of the chords of his yajfiopavita (sacred chord) was 
cut and hung down below his waist. On the request of Pralambasura, Visnu 
agreed to wear the same yarjopavita. Hence, his sacred chord is called 
pralamba-brahmasitra or pralamba-yajniasitra. 


Dhvyaja and vahana 

One of the important aspects of all divinities or beings in the temple 
premises is dhvaja. Dhvaja-stambha, erected in the temple exactly in front 
of the sanctum sanctorum, is different from this. Here dhvaja is a small-size 
shaft or rod held in the hands of the icon or placed near. The pole or rod 
carries a small replica of symbol of the deity. For instance, if the deity is 
described to have the kaka-dhvaja, it means ‘kaka’ (crow) to be the symbol 
(Plate LvV-b, f). The deity present in anthropomorphic or full form is 
always invoked alongwith all these features. 


The earliest reference to such is the kukkuta-dhvaja and mayira- 
dhvaja found in the cave temple at Anaimalai near Madurai (Plates LVHI- 


1 §SKL.6.207-208. 
 §CS.14.56b. 
3 KRA.5.156b-159 
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b, LVIII-c). It is very interesting to note that all the icons of Saptamatr- 
gana in cave at Malaiyadippatti are depicted to have a small rod with their 
respective symbols. In the Vaikhdnasa treatises, the Vimandrcandkalpa 
mentions this very aspect very clearly. However, one can find different 
views in these treatises. 


Vahana (mount or vehicle) is another aspect to distinguish an icon 
from another, which can be noticed by everyone commonly everywhere. 
For example, the icons of the river goddesses i.e. Ganga (left) and Yamuna 
(right) are identical but their vahanas i.e. makara fish and karma (tortoise) 
help us to distinguish them. The term vahana does not mean only the 
creatures but also the media of transportation or support to remain in a 
place. For instance, the term Vayu-vahana means that particular deity can 
move or hover easily in the air. 


Varnas (Colours) 

The colouring system in the Vaikhdnasa treatises is one of the 
important aspects which normally tallies with the prescription of other 
treatises on iconography. The colours play an important role to 
differentiate the deities and their icons which are in many case identical in 
their emblem (dhvaja), mount (vahana) and attributes (adyudha). The 
authors of the Vaikhanasa treatises mention a number of colours — both 
pure and tints / shades — but the details of such colours are absent in them. 
Hence, it is very essential to trace out the definitions of such technical 
terms used for the colouring of the icons though there may be different 
views of the authors of the silpa-treatises in finalizing the colour of some 
icons. 


The colours are classified into three i.e. Ssuddha or mila (primary), 
miSra (secondary) and antarita (tertiary or intermediate). The basic colours 
(suddha-varna) found normally in the treatises are five though some omit 
the natural colours i.e. white and black from the list. The pure (Suddha) or 
basic colours are Sydma, Sveta, krsna, rakta and pita, according to 
Prakirnadhikara.' Kdasyapa-Ssilpasastra and Abhilasitarthacintamani omit 
Syama from the above.” Visnudharmottara takes harita instead of §yama.* 
However, this work mentions also viloma for red and nila instead of harita.* 
Visnudharmottara mentions Sveta (white), rakta (red), pita (yellow), krsna 
(balck) and harita (green) in one chapter’ but nila (blue) is mentioned for 


1 PRA.24.58. 

2 AC.1.3.165-166; KSS.88.6a. 
3 VDP.3.27.8 

4 Tbid., 13.40.16. 

> [bid., 3.27.8. 
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harita (green) in another chapter.’ Both Kasyapa-silpasastra’ and 
Abhilasitarthacintamani> mention only four basic colours i.e. Sveta, rakta, 
pita and krsna which are further classified into many. 


Gold (camikara) is mentioned with the terms jatariipa, hataka, 
suvarna and kanaka. Yellowish gold is jataripa; hataka means reddish gold; 
suvarna is whitish gold; and kanaka means dark or blackish gold, as per 
Brahmiya-citrakarmasastra.’ Silver is reckoned by the terms ripya, rajata, 
and so on. However, they differ from each other in colour. As per 
Brahmiya-citrakarmasastra, rupya is silver with white colour; rajata is the 
silver with yellowish shade; tamra is the silver with reddish shade; and sukla 
is the silver with black or dark shade. 


The sveta® or sita (white) colour is found in four types ie. Sveta, 
Sukla, dhavala and avadata.' Sveta is found in two types i.e. white like pearl 
(mukta) and the moon (indu).. Sukla’ is the white like conch (sarkha),"° 
which is also called sankhabha or Sankhavarna."' Dhavala is in two types 
i.e. silvery white (rajata’’) and white like cow’s milk (go-ksira)."° Dhavala 
white resembles the blend of the colours of conch (Sarkha), jasmine 
(kunda) and moon (indu).*  Avadata is white resembling the star 
(taraka).”° Abhilasitarthacintamani prescribes the use of conch (sankha) in 
general for white (sveta).'° The white resembling the jasmine is called 
nava-kundabha."" There are some white transparent colours which are 
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mentioned with the terms such as vimalamani’ (crystal), sphatika’ (crystal) 
and acchabha- 


The colour of rakta (red) is found in four types i.e. aruna, rakta, 
Sona, and patala.’ Aruna resembles the blood of rabbit (sasa- -rakta).” 
Rakta® means the colour of the flower of japa.’ The essence of alaktaka 
(red sap) 1 is prescribed for the colour of rakta (blood red).8 The red colour 
of Sona is like the flower of kimsuka. Abhilasitarthacintamani prescribes 
the usage of red lead (darada) for sona (reddish brown), a variety of red. ve 
Patala_ or patali-puspa™ type red is like the lac (ldksa- rasa).” 
Abhilasitarthacintamani suggests that this colour is obtained by mixing 
alaktaka and kajjala (lamp soot). 3 Other type red colours are equated to 
that of the flowers of kusumbha,* sami,’ palasa, '8 japa,\’ kadamba,"* 
Sirisa,”’ bandhiika™ and aSoka as well taruna-aditya" ' (rising sun), pravala™ 
(coral), sukandsa” (parrot’ s beak), sindira (vermilion),* padmaraga 
(ruby)” and bimba-phala.”* 
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2 Ibid., 25.75a. 

* KSS.88.9b. 

* [bid., 88.10a. 

& RIK 22 p.A3. 

7 KSS.88.10a. 

8 AC.1.3.165b; 

” KSS.88.10b. 

0 AC AS 165a. 

| KJKA1 p.19; VAK.20 p.139. 
2 KS§S.88.10b. 

PACII 1730. 

4 KLA15.50b. 

3 VAK.20 p.125. 

RIK 71 p10: 

 Thid., 71 p.130; VAK.20 p.124. 
18 KRA15.19a. 

 KIK.A0 p.17. 

20 Thid., 71 p.130; VAK.20 p.120. 
21 PRAAT.25a. 

2 Thid., 25.87b. 

23 KLA15.47b. 

" KIK28 p55. 

°5 Thid., 22 p.43. 

6 Thid., 23 p.47. 


48 VAIKHANASA ICONOGRAPHY 


Four types of pure pita (yellow colour) are found i.e. svarna, 
pisanga, harita and pita.’ Svarna is the colour of gold’ invariably 
mentioned as suvarna, svarna, svarnacchavi, tapta-camikara,'’ tapta- 
hataka, hema,® hiranya,’ kanaka and rukma or rugma.® Pisanga or pinga’ 
is the colour of janisara or vidyut (lightning)'® which is also called tadit- 
varna"' and this must be same as the blend of gold with white (hema-misra- 
sita’’). Harita’’ means the colour of haridra (turmeric).'* Pita means 
haritala (yellow orpiment)’> which is also prescribed for the use of this 
colour.’° Haritala is found in the river Godavari, as per Kdsyapa- 
silpasastra."” 

Black colour is referred to in the texts as asita’® and krsna.” 
Kasyapa-silpasastra mentions four types of black (Krsna) i.e. nila, syama, 
kala and krsna.” Nila is the colour of the cloud (megha)” and this must be 
same as ghana-krsna. Kala means the colour of wild crow (vana- 
vayasa)."> Syama means the colour of peacock (sikhin).% Krsna means the 
colour of beetle (bhramara).” Abhilasitarthacintamani and Kasyapa’s 
Jiianakanda prescribe the use of lamp-soot for black (krsna).”° 
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20 KSS.88.12b. 

2! Thid., 88.13a. 

22 PRA.17.34b. 

3 KSS. 88.13a. 

4 Thid., 88.13b. 

°5 Ibid., 88.13b. 

© AC.1.3.166a; KSS.88.17a. 
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The black colour is also indicated by the term afjana' (collyrium) 
which are found as nila-afijana, kala-afijana and bhinndfijana.’ Other types 
of black colours are like krpdna’ (sword) and masa‘ (black gram). 


The term ‘nila’ generally means indigo (vegetal blue), extracted 
from a plant known as Indigofera. This colour is identical with that of blue 
lily (nila-indivara).’ Another blue is that of blue jay or king fisher (cdsa°). 
The colour of nila or syama (blue) is obtained from the s‘yama-pdasana or 
rajavarta (lapis lazuli / ultramarine / sapphire).’ That the syama colour is 
blue of peacock is evidenced from Kasyapa-silpasastra.* Hence, the colour 
Syama must be taken as pure colour i.e. blue. However, the term ‘syadma’ 
indicates darker tones of the secondary and tertiary colours. Nila’ means 
the indigo blue or vegetal blue (nili) or sapphire.'? There are also 
references to blue like the flower of flax (atasi-puspa), lapis lazuli 
(rajavarta or indranila) and sapphire (indranila). 


Harita (green) colour is taken as one of the five pure colours in 
Visnudharmottara.'' Abhilasitarthacintamani prescribes the combination of 
haritala and indigo (nili) to get harita (green) colour.” This also confirms 
that this colour is a secondary colour (misra-varna). The types of green are 
durvankuranibha™ (yellowish green), yava-sasya™ (yava plant), vaidarya 
(terre verte / cat’s eye), marakata’’ (emerald green) and sukapificha’® 
(parrot’s tail), The parrot green (Sukapaksa, Sukapatra"’ or suka-varna"’) is 
by blending haritala (yellow orpiment) and krsna (black) in .equal 
portions.” 


1 KJK.28 p.55; VAK.20 p.120. 

? KIK.37 p.68; PRA.16.104a. 

> KIK.28 p.55. 

* [bid., 28 p.55. 

> AC.1.3.171b. 

° VAK.20 p.132. Casa is a bird as per JAdnakanda (13 p.22). 
7 KSS.88.16b. 

8 Ibid., 88.13b. 

° VAK.20 p.132. 

0 KIKAS p.79. 

" VDP3.278. 

@ AC13.171b. 

KLAA3.70b, 

4 KRA5.237b. 

® VAK.20 p.132. 

© PRA.25.69a. 

" VAK.20 p.132. 

18 KLA.15.47b. 

'? KSS.89, p.450 (another reading). 
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It is very difficult to define the term ‘syama’ to mean ‘dark’ in 
general sense. One can find in the treatises, the term ‘Syama’ is used as 
‘green’ or ‘blue’ or ‘various dark shades’, equivalent to the modern term 
‘tint’ or ‘shade’. Sita-syama,’ marakata-Syama (dark like emerald), sasya- 
Syama (dark like plant) megha-Syama or nirada-Syama’ (like cloud), 
nilotpala-syama (like blue-lily), diirva-syama (like dirva grass), gagana- 
Syama (like sky), ghana-syama’ (heavy dark or dark like cloud) are the 
common varieties found in the treatises according to which, the term 
‘fyama’ can be defined as blue or green of variety of shades or tones. 


It is interesting to note that Visnudharmottara* mentions ‘syama’ as 
‘darker tone or shade’ to list twelve intermediate colours. They are rakta- 
§yama (reddish dark), mudga-syama (dark like mudga pulses), darvankura- 
Syama (dark as dirvad grass), pdndu-Ssyama (pale dark), harita-syama 
(greenish dark), pita-syama (yellowish dark), priyangu-syama (dark like 
priyangu creeper), kapi-Syama (dark like monkey’s face), nilotpala-Syama 
(dark like blue-lily), cdsa-syama (dark like casa bird), raktotpala-syama 
(dark like red lotus) and ghana-syama (dark like laden cloud). The 
combination of kajjala (lamp-soot) and gairika (red laterite) makes syama 
colour, according to Abhilasitarthacintamani. 


The secondary and tertiary colours with different tints or tones are 
used in the description of the complexion of the deities. Visnudharmottara 
enumerates four lighter tones (gauri) and twelve darker (sydma) tones. 
Some of the possible ways of dark tones (syama) are as follow. The colour 
of sasya-Syama is obtained by mixing one part of syama, half part of 
haritala (yellow orpiment) and kurkustha.° Alternatively, this may be by 
mixing one unit of krsna (black), half unit of haritala (yellow orpiment) and 
quarter unit of /aksd (red lac).’ 

The red colour (rakta) mixed with white (sveta or sita) in equal 
proportions produces the colour of gaura.> This colour must be same to 





'VAK.20 p.131. 

* PRA.17.36b. 

° Ibid., 17.3b. 

4 VDP.3.27.13-15; C. Sivaramamutti, Chitrasiitra of the Vishnudharmottara, p.59. 

> AC.1.3.172b. 

° KSS.89.12b. 

T Ibid., 89, p.450 (different reading). 

8 Ibid., 89.4b. The term ‘gaura’ is also used as lighter shades. According to VDP 
(3.27.11-12), they are five viz. rukma-gauri (golden white), danta-gauri (ivory 
white), candana-gauri (sandal white) Saradghandbha-gauri (white like autumnal 
cloud) and candra-gauri (moon-white). 
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$veta-rakta' and sita-rakta” Somesvaradeva mentions this colour with the 
term ‘gaurasva’ prescribing the materials alaktaka (red sap) and sankha 
(conch) to be blended.’ The addition of white to gaura is sita-gaura.’ Red 
lac (laks@) combined with white (Sveta or sita) produces the colour of red 
lotus (rakta-utpala). This term, also called as kokanada (red lotus), is the 
result of mixing darada (red lead) with Sankha (conch), as per 
Abhilasitarthacintamani.° White (sita) mixed with one-fouth of red (rakta) 
creates the colour of kharpara.’ Kasaya colour is the mixture made of two 
units of red (rakta) with one unit of black (krsna).* The colour of agni’ 
(fire flame) is also called jvalana-chavi (flame colour) and vakula-phalabha 
ie. the colour of vakula fruit. The combination of rakta (red) and pita 
(yellow) in equal proportions makes this secondary colour.'” The lohita’’ 
colour is the result of mixing jatiphala (jatilinga) and laksa-sara (sap of 
lac).!2_ Abhilasitarthacintamani prescribes the usage of gairika (red laterite) 
for this colour.’ Kapila (reddish brown)"* colour is the result of mixing 
two units of yellow (pita) with one unit of red (rakta).'° Gaura colour is the 
product of the mixture of gairika (red laterite) and haritala (yellow 
orpiment).'° Atirakta'’ (deep-red / scarlet) is formed with one unit of pita 
(yellow) and two units of rakta."* The colour of honey (madhu-varna’’) is 
the result of adding krsna (black) and rakta (red) in equivalent portion.” 
The colour of jambuphala (rose apple) is produced by adding krsna (black) 





' KRA.5.182a. 

? KLA.13.70b. 

3 AC.1.3.168b. 

4 PRA.17.23b. 

> VDP.3.40.23b-24a. 

° AC.1.3.167b. 

7 KSS.89.11b. 

8 Tbid., 89 p.450 (another reading). 
° KLA.15.44b. 

10 KSS.89.8b-9a. 

" KIK.56 p.97 

2 KSS.89.14a. 

3 AC.1.3.165b. 

4 KJK.26 p.51; KLA.15.48b. 

S KSS.89.11a. 

18 ACA3AT2a. 

1 KJK12 p.20. 

8 KSS.89.9b. 

19 KIK. 28 p.55. 

20 KSS.89 p.451 (another reading). The same text mentions the colour of madhu 
(honey) as the mixture of krsna (black)) and pita (yellow) in equal parts. 
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and laksa (red lac) in equal proportion.’ The colour of gula’ (jaggery) is 
obtained by blending one part of rakta (red) and two parts of krsna 
(black).’ 


Pinga’ or pingala’ hue is the effect of adding one part of sveta 
(white) and two parts of pita (yellow).° The colour of kalhara or kumuda 
(white water-lily) is the mixture of one part of §veta (white) and three parts 
of pita (yellow).’ Both sita (white) and pita (yellow) blended in equal 
proportion create the colour of karbura (kharparatutta).® Ghora hue is the 
mixture of haritala (yellow orpiment) and sankha (conch). The colour of 
trna (grass) is the mixture of pita (yellow) and krsna (black).'° The colour 
of nila-pita"' is the combination of nili (dark-blue or indigo blue) with pita 
(yellow). 


The mixture of sita (white) and asita (black) makes the colour of 
sitasita’” or krsna-sveta.° This is also known as gaja-varna (elephant grey). 
Dhimra or dhima"™ colour is the mixture of sita (white) and krsna (black) 
in equal proportion.’ Someésvaradeva prescribes the mixture of kajjala 
(lamp soot) and Sarikha (conch) to obtain this colour. The term ‘dhiimra’ 
may mean also dark-red or purple. As such, Somesvaradeva’s view of 
mixing gairika (red laterite) and Sankha (conch) is apt.'” 


There are also other colours found in the texts. The colour of 
dhanyankura is the combination of one part of sita (white), one-fouth part 
of rakta (red) and more quantity of nila (blue).'® Alternatively, this colour 
is the blend of one part of haritala (yellow orpiment), one part of krsna 


' KSS.89.13. 

2 KJK28:p.55. 

3 KSS.89.10b. 

“ KIK.34 p.64. 

° KRA.5.230a. 

® KSS.89 p.450 (various reading). 

7 [bid., 89 p.450 (another reading). 
8 Tbid., 89.5a 

* AC.1.3.169b. 

10 KSS. 89 p.453 (various reading). 
" KIK.28 p.55. 

” PRA.17.20b. 

 VAK.20 p.131. 

"4 Thid., 20 p.122. 

© KSS.89.5b. 

© AC.1.3.169b. 

" Tbid., 1.3.168b. 

18 KSS.89.12a. 
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(black) and two parts of pita (yellow).' The colour of Saphara (matsya or 
fish) is the mixture of one part of sita (white), half of the krsna (black) and 
quarter of rakta (red).? The colour of citramalya, probably also vicitra* 
(variegated”), must be the blend of all colours of pleasant appearance. This 
must be same as the colour of misraka, that is the combination of one unit 
of Sveta (white), one unit of rakta (black) and one unit of pita (yellow).° 
Sita-mecaka’ is same as vicitra colour but with light tone or lighter tone of 
peacock blue. The colour of kapota’ or kapota-gala’® (grey of pigeon’s 
neck / throat) is the result of mixing nili (indigo / vegetal blue) and sarikha 
(conch or white).'' The term paiica-varna’ means the colour of misraka or 
vicitra or multicolour as in the case of Garuda and Sribhita. 


In addition to the variety of terms detailed above, some other 
technical terms sparsely used in the treatises are explained in relevant 
places. 


Padavinyasa and sthana-navakalpana 

Padavinyasa’* means the division of area of the floor (ground) in 
order to properly plan to set up the icons. The total interior floor area of 
the garbha-grha is divided into sixteen columns both east to west and south 
to north resulting in two hundred fifty-six equal squares. The middle part 
containing sixteen squares is brahma-bhaga. The area covering three rows 
of squares around the same is daivika which has eighty-four squares. The 
next two enclosing rows consisting of ninety-six squares around are 
manusa-bhaga. The last enclosure adjacent to the wall consisting of sixty 
squares is paisdca-bhaga. 


1 KSS.89 p.450 (another reading). 

* Ibid., 89 p.449 (various reading). 

> PRA.17.13a. 

* KJK.28 p.55. 

> Gaudriyaan, op. cit., p.102. 

° KSS.89.7a. 

7 VAK.17.20b. Ksirasvamin, the commentator of Amarako§a (1.4.14a, p.27), 
comments on the term mecaka as ‘mecayati misribhavati mecakah’. 
8 AC.ILS.32a, p.89. 

° KIK.28 p.55. 

© Ibid., 22 p.43. 

™ AC.1.3.170a. 

 PRA.24.58. 

° VAL10 p.36. 
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The sthdanaka and the ydnaka icons must be placed in the middle or 

rear row of daivika-pada. The Yoga-sthanaka icon is set up in the half or 
one third of the daivika-pada at the back. Bhoga-sthanaka icon is in one- 
third part of daivika-pada on the rear. Vira-sthanaka icon occupies the 
entire area of daivika-pada. The seated icons ae) occupy a portion at 
rear of daivika-pada 
besides occupying a 
little portion of manusa- 
pada. The Sayana icons 
occupy the squares of 
the mdnusa-pada in 
addition to a portion of 
daivika-pada. The icon 
set up in the paisaca- |... A |S a ee een 
pada is_ abhicarika, | : ; 
resulting in adversity. 
Perhaps this method of 
placement is to 
accommodate other 
icons like kautuka-bera, 
utsava-bera and other 
clustering divinities. 
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The dhruvarca icon is set up in the brahma-pada in the garbha- 
grha.' The same set up in the brahma-bhaga consisting of one square 
benefits in peace and expiation (santika). The same established in the 
daivika-bhaga causes promotion and prosperity (paustika) and it is meant 
for the purpose of victory (jayada) if it is set up in manusa-bhaga. The 
dhruvarca icons made of stone in the category of yoga, bhoga, vira and 
abhicarika must be placed respectively in the brahma-bhaga, daivika- 
bhaga, manusa- -bhaga and paisaca- -bhaga of the brahma-pada in the 
garbha-grha.’ 


The icons of the consorts of Visnu i.e. Sridevi and Bhidevi must be 
placed in between the sidewall (kudya) and the central dhruva icon Le. 
Visnu.’ The icons of the worshipping sages must be set up in the place 
between sidewall and the place of kautuka icon i.e. brahma- bhaga.’ The 
icons of Brahma and Siva must be next to the sidewall as freestanding 
(citra) or relief (citrardha) against the wall. 


' §4A.19.20a; VAK.15 p.72. 
2 KRA3.39. 

3 KLA.11.90b, 148a. 

4 Tbid., 11.91a, 148b. 
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The Vaikhanasa texts very clearly specify the placement of the 
icons and their facing direction in the garbha-grha with reference to that of 
central dhruva icon of Visnu, set up facing straightly at the entrance 
(dvara) or onlooker. They are called sthana i.e. disposition which are nine 
in number. However, a few alone are frequently prescribed. 


The nine types of sthana (dispositions) are rjvagata, ardharjvagata, 
sdacikrta, adhyardhaksa, parsvagata-paravrtta, rjvagata-paravrita, 
ardhajyagata-paravrtta, sacikrta-paravrtta and adhyardhaksa-paravrtta. The 
first four are the frontal view of the icon; the last four are the back view; 
and the middle one i.e. parsvdgata-paravartta is of profile view of the icon. 
These differences arise from the angle of the installment of the icon. In 
such dispositions, the portions of the icon are seen in different angles with 
reference to the distance of brahma-siitra and parsva-siitra (paksa-sitra). 
In general, the brahma-siitra remains exactly in the middle of the two side 
plumb-lines (paksa-siitras) from the viewpoint of the onlooker. The 
increase or decrease of distance in any side is caused when the icon is 
turned to different angles but the total distance between the paksa-siitras 
i.e. the width of the face of the icon between two ears, remains constant. 


In rjvagata (rjusthana),’ the frontal part of the icon is fully and 
clearly visible to the spectator. Each of the two paksa-siitras (side plumb- 
lines) remains at the distance of six arigulas from brahma-sutra. The back 
part of the body of the icon is not seen at all (Plate H-a). This is defined in 
Visnudharmottara’ as, “... the front position facing the spectator, clear in 
its proportions and characteristics, full in form and beautiful, polished and 
shaded without a blemish, immaculate, sweet, with clear linear outline 
decorating it, where the full view of none of the limbs is impaired.” 


In ardharjusthana (ardharjvagata or anrju), a paksa-siitra (either 
right or left) remains at the distance of eight angulas from brahma-sitra 
(central axis) and another paksa-siitra (on opposite side) at four arigulas 
distance. Ardharjusthana means semi-upright and front state. Only three 
fourths of the form of the icon is visible (Plate II-b). As per 
Visnudharmottara,’ “That is anrju where face is full and undiminished, the 
chest, stomach, waist, shoulder, thigh are slightly diminished, the nostrils, 
lower and upper lips are diminished by a quarter, only three-fourth of the 
form is visible, and that beautiful to behold, with its pose as a fitting 
background for several lovely karana stances”. 


 Tbid., 14.259b-263. 

? VDP III.42.5-6; Sivaramamurti, op. cit., p.176. 
3 KLA.14.264-266. 

4 VDP.ILL.42.7-9; Sivaramamurti, op. cit., p.176. 
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In sacikrta’ (saci-sthana), one paksa-siitra remains at the distance of 
ten angulas from the brahma-siitra and another lies at the distance of two 
angulas. One fourth of the frontal part of the icon is out of view of the 
spectator (Plate II-c). Visnudharmottara’ defines as, “That is sacikrta which 
has a horizontal background, pleasing to behold, with fine shading, 
delicate, with a fourth part diminished, lovely in all its limbs, portraying 
more than a half of the brows, forehead raised nose, the remaining half of 
the body visible, the eye diminished slightly, not quite a silhouette or a 
front view, but just a modification”. 


In adhyardhaksa’ (dvyardhaksi-sthana), a paksa-siitra remains at 
the distance of eleven arigulas from the brahma-siutra while the other lies at 
the gap of one arigula. This is also known as chayagata.’ “Ardhyardhaksa is 
that which in form is as follows: shows half an eye in the face, half a brow 
invisible, part of the forehead, a visible half of the nose, half a cheek visible 
and the other half hidden from view, with only a half of the line on the 
neck, with only a small part of the chin perceptible, half the chest, the full 
face lost from view, a fraction of the angulas of the navel seen, a little over 
half the waist revealed, the rest rendered imperceptible” states 
Visnudharmottara.” 


In parsvagataparavrtta,° known as also bhittisthana and bhittika, 
only two paksasiitras remain and the brahma-sitra does not appear, it 
should be made identical with the front paksa-siitra (Plate .II-d). 
Visnudharmottara’ states, “... that shows only one eye, one line of the 
brow, lip, nose and forehead, one ear, half the chin, similarly hair-do, but is 
not yet a whit lacking in proportions, charm, sweetness and other 
qualities.” ie 


In rjvagataparavrita,’ the madhya-siitra remains exactly at the back. 
Hence, in this sthdna, only the view of back side of the icon is possible 
(Plate II-f). This is mentioned as samdnata in Visnudharmottara which 
describes, “That is to be reckoned as samdnata where is a full view of the 
buttocks, the soles, the head seen only half, the waist seen in full, the toes 
completely hidden from view, is symmetrical, full in its (back) view, and in 
no way fearful (because of the lack of the smiling face seen only in front 


1 KLA.14.267-269. 

? VDP.II1.42.10-13a; Sivaramamutti, op. cit., p.176-177. 
3 KLA.14.270-271. 

4 VDP.IIL.42.17a. 

5 Tbid., U1.42.13b-16; Sivaramamutrti, op. cit., p.177. 

© KLA 14272, 

7 VDP MIL.42.18-20a; Sivaramamutti, op. cit., p.177. 

8 KLA.14.273-274a. 
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view), half the arms seen (from the rear), the neck and face hidden from 
view completely and the legs lost to view except for the back view. am 


Khiladhikara describes other four major sthanas of back view in 
addition to a number of intermediate (antarita) sthana but they are hardly 
prescribed in the installation of the icons in the temple but very much 
helpful in the icons of dance poses. Among them the most used one is 
sdcicrta-paravrtta (Plate II-e). 


The icons of Sridevi and Bhidevi are to be set up in the daivika- 
pada in dvyardhaksi or sacikrta mode of disposition so that their icons face 
somewhat the central figure. The icons of worshippers (pijaka) are placed 
in parsvagataparavrtta or bhittisthanaka mode of disposition, in the place 
between the brahma-bhaga and the sidewall i.e. in the manusa-pada. The 
icons of Brahma and Sankara are placed in parsvdgataparavrtta sort of 
disposition either on the sidewalls as citrardha (relief) or next to the 
sidewalls as citra i.e. freestanding icons. In addition to the above, some 
other figures may be depicted either next to the icons of Siva and Brahma 
in the way of parsvagataparavrtta mode or hovering on the posterior wall. 
We come across very rare prescriptions of other dispositions of back view 
of the icon in the garbha-grha. 


Temple and its components 
Besides the garbha-grha, there are a number of niches (kostha) 
around garbha-grha as well as on the vimana (superstructure) above the 
garbha-grha and gopura (entrance tower). 


The niche (kostha) on the external wall of the garbha-grha is deva- 
kostha; the niche above prastara (roof) is bhadra-Kostha; and the niche on 
the kantha (gala) part of the structure below mahanasi is griva-kostha. 
These niches are used for placing the icons of the divinities concerned with 
the main deity installed inside the garbha-grha. In Paficamurti-pratistha, 
Visnu is consecrated inside the garbha-grha; other four mirtis (Purusa and 
others) can be consecrated in the deva-kostha in kautuka form.” 


Types of human settlements (granadi-Taksanay- 

The temple, different varieties of the same and the number of icons 
for installation depend on the type of the human settlements and total 
population engaged in different sorts of occupations. Moreover, the place 
of the temple also differs from place to place. Kasyapa and Marici 
mentions nine types of human settlements viz. grdma, agrahara, nagara, 


! VDP.II1.42.129b-132a; Sivaramamurti, op. cit., p.178. 
? This is detailed in the part of Vy#ha forms of Visnu. 
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pattana, kharvata, kutika, senamukha, rajadhani and Sibira.| Atri mentions 
eight types omitting senamukha in the list.” 


Grama is the residences of the vipras (brahmana) accompanied 
with their servants (bhrtya). The place inhibited only by the brahmanas is 
agrahara. Nagara is the place full of the men of different castes and is 
occupied by the people practicing varieties of crafts and commercial 
activities and which has a number of temple-edifices dedicated to all gods. 
Pattana is the place on the seacoast suitable for the commercial transaction 
of goods from other islands or continents. Kharvata is the combination of 
both nagara and pattana. Kutika is a village, especially of Sidra community, 
controlled by one headman alongwith his attendants. Senamukha, filled 
with the people of all castes, has royal palaces and with all facilities of 
defensive and safety measures. Rajadhani is the place filled with four types 
of army and frequently visited by the king and his attendants. Sibira or 
dandaka is the residing place of royal army led by the leader of the army. 


Besides the aforesaid terms, some of the other terms used in 
Vaikhanasa and Silpa texts are detailed in relevant places. 
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' KIK.14 p.23-24; VAK.3 p.9. The description is identical in both these works. 
* SAA.2.54-58. 


CHAPTER Ill 
ICONOMETRY 


Right from the Vedic period, the religious and ritualistic aspects 
have been very particular about proper dimensions of the media of worship 
be it the fire-altar (yajfia-kunda), sacrificial instruments (srwk, sruva, etc.), 
diagrams (mandala or sthandila) or icons or images. The authors of the 
Vaikhanasa works insist on the accurate dimensions of the icons to be set 
up in the temple premises. 


An icon, made in accordance with the rules, is meritorious (punya) 
and it dispels all demerits (papa) and ensures the enjoyment in both worlds 
(aihika and amusmika), the icon created only according to one’s thinking 
destroys everything; therefore, one should make the icons with appropriate 
measures: by following the manuals or hand-books thoughtfully and 
skillfully, thus asserts Kaéyapa.' Generally all the treatises insist on the 
same. 


Numerals and equivalents 

The Vaikhanasa treatises, like some other works on sculptures and 
architecture, present the measurements not only by direct numerical terms 
but also as an object concerned with the numbers in a special or symbolical 
way. Synonymous terms are used in the texts. Probably the authors 
followed this system to avoid possible errors while carrying out the 
tradition orally in guru-Sisya parampara generation to generation. 
Moreover, this method is easier in remembering the. units of 
measurements. The numerals and their equivalents are given below:” 


Numbers Equivalents 
One matra, mirti, indu, visva, ambhara, moksa, ukta, Visnu, 
tattva, ambara and mukta 


One and half — atyukta* 
4 


Two kala, golaka, aSvini, yugma, brahmana, vihaga, paksi, 

paksa, vibhaga, dvija, kilaka, kolaka, nayana and angan® 
Three __ | agni, rudraksi, guna, rna, Stila, rama, varga, madhya, 
' KIK.50 p.87. 


2 VAK.22 p.155-156. 

> The term ‘atyukta’ means ‘two’ according to SCS (13.9b) and BCS (2.19a). 
“The terms ‘vayu’, ‘varga’ and ‘carana’ are also included in SCS and BCS. 

> This term is referred to by Gaudriaan, op. cit., p.149. 
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Numbers Equivalents 
___| bandha, madhyama and sahaja 
Four’ veda, pratistha, jati, kara, abjajanana, yuga, turya, turiya, 
varna, asrama, bahu, karana, bhaga, taraka, bandhu and 
_ ASramaka 
Five visaya, indriya, bhita, isu, supratistha, tirtha, prthivi, 
a ; _ bana, sura,’ mahabhiita, aksa and ¢ arghya° 
Six* karma, anga, rasa, samaya, gayatri, krttika, kumaranana, 


- kausika, rtu, kartr and sadasya —_ 
Seven patala, muni, dhatu, loka, usnik, rohini, dvipa, naga, 
| ambhonidhi, pranayama, matr, abdhi and giri 


Eight” | lokapala, naga, uraga, vasu, anustup, gana, rddhi and 
L | diggaja 
| Nine® brhati, graha, randhra, nanda, siitra, parabhava, brahma 
_ and dhrk [dhruva| 
Ten’ dik, pradurbhava, nddi, pankti, vaikhdnasa, avatara, 
ayojya (abhojya), krtasattva, Sramanaka, avasthad and 
sahejya 
| Eleven | tristup, rudra and kuntala 
Twelve vitasti, mukha, tala, yama, arka, rasi, muni, prddesa, 
| | Gditya and krcchra® 
Fourteen | Manu 
| Fifteen Tithi 
Sixteen’ kriyd, isti, indukala and rtvij 
Eighteen smrtiand kuhi 
| Twenty _kisku and krti 
_ Twenty-one Prakrti ; 


_Twenty-two | Akrti 


' §CS and BCS include also the terms ‘ambhas’ and ‘must. 

* It must be ‘svara’ meaning five svaras in music, as pointed out by Goudriaan, 
p.150. 

° This is as per the text used by Goudriaan, p.149. 

* SCS and BCS include also the terms ‘krttika’ and ‘dhama’. 

> SCS and BCS include also the term ‘bandha’. 

® SCS and BCS include also the terns ‘ratna’, ‘marga’,‘adhvan’ and ‘gati’. 

7 SCS includes ‘vidhi’, ‘sodana’ and ‘janmaka’. 

* Goudriaan (p.150) interprets this word to mean the number14 based on fourteen 
types of penances. 

* The term ‘asti’ is used in SCS and BCS. 

'© Kasyapa defines the term ‘kuhi’ as combination of eleven (tristup) and seven 
(pranayama). 
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Numbers __ = Equivalents 
_ Twenty-four satkrti, samkrti, hasta and kiskuhasta 
Twenty-five atikrti, kuti and abhikrti 


Twenty-six __ chandas, utkrti and dhanurgraha _ 
Twenty-seven | naksatra and dhanurmusti 7 
Sixty-four mahati Sakvari 


The treatises mention also some collective measurements which are 
rarely used in creating sculptures. However, the terms used and the 
numerals are found to be different in them. Twelve angulas make one 
vitasti (span); tweny-four avigulas make one kisku-hasta; twenty-five 
angulas make one prdajdpatya-hasta; twenty-six arigulas make one 
dhanurmusti-hasta; and twenty-seven argulas make one dhanurgraha. 
Some terms denote different numbers and this is probably the usage of the 
terms in the region where the works had originated or had been followed. 
They are given below: 


TERMS KJK | SAA VAK' Other’ _| BCS 
Jagati 30 20 [ 12 30 [12 
Atijagati 40 30 13 [40 —s-|{ 13 

asti / isti 70 60 16 70 (160 
atyasti 80 70 17 80 17 
Sakvari 60 40 14 50 14 
Atisakvari : 50 | 15 60 15 
Dhrti 90 80 18 90 18 
Atidhrti 100 90 19 100 19 
_Prajapatya _40 24 i 
_ dhanurmusti 30 i127 | | 

Vikrti 100 =m 
Kala 2 3 | sd‘ 

Kala | as | 
Atyukta 1% 2 


In order to avoid any possible problems in creating an icon or a 
temple, the safest way of calculation is to follow the terms of the text a 
sculptor is concerned with. 





1 VAK.22 p.156. 

? SAA.23.21a. Atri mentions nine equivalents but the numerals ar only seven. 

3 The term ‘kala’ is used for both two and three. The term used equivalent to two 
must be ‘kala’. 
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Sat mana system of measurements 
Six measurements (sat mana) are prescribed in the Vaikhdnasa 
treatises and this system is identical with that used in other technical works 
on silpa and vastu. It is interesting to note that the Vaikhanasa texts follow 
the most accurate pattern of measurement on par with other Silpa works. 


Mana means the height and also vertical measurement. The terms 
dyama, ayata, dirghamana are synonymous.’ Pramana means breadth and 
horizontal measurement. The synonyms are vistara, vistara, tara, vistrti, 
visrti, vistrta, tati, tata, visrta, vydsa, visdra, vipula, viskambha and viSala. 
Unmana means thickness or diameter. Its synonyms are bahula, nivra, 
ghana, ucchraya, ucchraya, tunga, unnata, udaya, utsedha and urdhva. 
Parimana means width or circumference. The synonyms are niskrama, 
niskrti, nirgama, nirgati, udgama, marga, pravesa, nata, parinaha, vrti and 
avrta. Upamana is the interspace or distance between any two parts of the 
body. Its equal terms are nivra, vivara and antara. Lambamadna is the 
measurement along the plumblines (Jamba-siitra) or the lines drawn 
perpendicularly through different parts of the body. 


An icon must be made with this six-fold system of measurement.’ 
Atri states that the icon without proper dimensions must be abandoned.’ 
Even at the time of renovation of an icon, proper care must be taken to 
maintain the prescribed measurement of the icon.* According to Marici, an 
icon without appropriate measurements becomes abhicdrika. 


Marici details the result of the six-fold measuring system of icons: 
an icon with less than in proper mdna destroys wealth and agricultural 
products; the same with more than prescribed units of mana causes 
diseases; deviation in pramana nullifies results of actions, both drsta and 
adrsta; deviation in unmdana causes loss of children; divergence in parimana 
causes the loss of wife; deviation in lambamana destroys the village or 
towns; and deviation in upamdna destroys the kings.” In short, it means 
that the icons and temples must be created by proper application of the 
science of proportionate measurements, if the system is not faithfully 
followed, it causes material loss in addition to creating psychological 
problems for the masses, for the temple and the icon, though made of 
insentient material (acetana vastu), are obviously sentient (cetana) from the 
point of view of devotion. Practically speaking, the durability and stability 


' VAK.22 p.156-157. The terms ‘bahala’ and ‘bahula’ are used invariably in the 
treatises of silpa-sastra 

2 VAK.22 p.157. 

* SAA.76.19a. 

* KLAA0.19a. 

> VAK.22 p.151-152. 
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of the temple and the icon set up in it are based on proper calculation of 
measurements. It is precisely on account of this rigorous application of 
proportionate measurement that a number of icons and temples have 
survived centuries in good condition. 


Accuracy of proper and proportionate measurements of the body 
of the icon is insisted. However, deviation of one yava to six yavas does not 
normally create any problems, thus states Marici.! Bhrgu states that in 
parimana the deviation of one yava to ten yavas (1% angula) is admissible.” 


Units of measurements 
The basic unit of measurement are three viz. mdndargula, 
matrangula and dehalabdhangula. The description of these three units is 
identical in Vaikhanasa treatises as well as the works on Silpa (sculptures) 
and vastu (architecture). 


Manangula, the standard measure is equal to eight barleycorns 
supposed to be placed adjacent to each other with their sides touching each 
other. The standard unit called mandangula is used to measure ksetra (field), 
vastu (materials) and niketana (mansions / houses).> Mandangula is 
subdivided following an octonary scale. On the other hand, most of the 
treatises start with the lowest unit to full unit ie. aigula in the following 
manner. 


Paramanu is the very minute dust particle seen in the sunbeam 
filtering through a lattice. Eight paramanus (anu) are equal to one ratha- 
dhili or ratha-renu (syandana-renu); eight ratha-renus are one romagra or 
valagra (or picukakeSagra); eight valagras make one likhya or liksa (or 
tanuka); eight of them make one yaka (or tila); eight yikas make one yava, 
and eight yavas make one angula generally known as the standard unit Le. 
manangula. 

Matrangula is the measure equal to the length of the middle 
phalanx or digit (parvan) of the middle finger (madhyamanguli) of the 
medium or yajamana (donor). This measure related to individual one is 
used for the measurement of house (grha), beds (Sayya), seats (dsana), 
weapons (astra and dyudha), fire-wood (idhma) and sacrificial instruments 
i.e. sruk and sruva as all of them depend onthe user.” The total height of 
the icon (both personal and public) is calculated on the basis of the 
matrangula of the yajamana (donor). 





' VAK.23 p.169. 

? KRA.20.171b-172. 

> KIK.50 p.87; VAK.22 p.155. 
4 KIK.S0 p.87. 

> [bid., 50 p.87; VAK.22 p.155. 
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Dehalabdhangula is the unit obtained from dividing the total height 
of the icon into equal portions as per the rala system used for the icon.’ For 
instance, the icon to be fashioned in uttama dasa-tala must be divided into 
124 equal parts vertically. This relative unit must be taken as basic unit to 
fashion other clustering and accompanying icons in the garbha-grha and in 
the temple precinct. Generally the dhruva icon of Visnu installed in the 
main sanctum sanctorum is taken as the basic measurement for other icons 
of consorts i.e. Sridevi and Bhidevi and accompanying figures. 


The octonary scale in case of manangula is a standard whereas in 
other two basic units i.e. mdtrdngula and dehalabdhangula, this scale is 
used relatively for the subdivision of the same. However, practically no 
sub-division less than yiika i.e. one-sixteenth part of angula is used. 


The total height of the main icon is arrived at in a unique method 
called Ayddi-ganita. This typical system of finalizing the total height of the 
icon is found in all treatises where this is considered significant for the 
establishment of temple as well as the icons in it. 


Pralamba-phalaka and Manasitras 
An image fashioned in appropriate measurements serves the 
purpose of installation and worship. To achieve accuracy in this task, the 
strings (siitras) measuring one yava thickness are suspended from a 
wooden plank called pralamba-phalaka which is to be placed above the top 
part of the image (see fig). The small holes are bored at the marked points 
and the sutras are suspended from them. The pralamba-phalaka is to 
measure the lengths along plumblines (sitras). The siitras are strings which 
are attached with small plummets made of iron or clay. Distance of every 
part of the image with reference to the plumblines (si#tras) is measured 

which is normally known ‘lamba-mana’ in iconography. 


These sitras are vertical in the standing icons and they are 
stretched horizontally in the recumbent icons. These sitras help the 
sculptor to create an icon with accurate measurements of the parts/limbs, in 
different tala systems and different stances. Deviation of the parts of the 
body is decided with reference to the brahma-siitra or middle plumbline. In 
samapada-sthanaka, both the halves of the body are equal on both right 
and left sides, therefore, the interspace (upamdna) between the thighs, 
kneecaps, ankles and foot are gradual. In bhangas, the total height 
decreases and the interspace gets increased. Thus, the sitras help in the 
systematic creation of icons with the concept of ‘science of proportion’, 
and, therefore, the durability and stability of the icon set up in the sanctum 
sanctorum are ensured. 


' KIK.5SO p.87; VAK.22 p.155. 
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Pralamba-phalaka 
1. Madhya-siitra (Brahma-siitra) 2. Puta-siitra 3. Netraparyanta-siitra 
4. Mukhaparyanta-siitra 5. Kaksaparyanta-stitra 6. Bahuparyanta-siitra 
7. Parabhujavadhi-siitra 8. Karnaparyanta-siitra 9. Prsthamadhya-sitra 
10. Sirah-prsthavasana-siitra 11. Kayamadhya-siitra 


In addition to these vertical sutras, horizontal siitras are also used to 
maintain the measurement and position of hand and leg. They are 
generally named after the parts of the body they touch. For instance, the 
horizontal sutra at the hiccup-line (hikka) is called hikkd-sitra which is the 
limit for the upper hand with kartarimukha. The medhra-sitra which 
equally divides the upper and lower parts of the body in the icons 
fashioned in talas from uttama dasa-tala to sapta-tala, is helpful in balancing 
of the image. 


The madhya-sitra (brahma-sitra), also called purasiitra, passes 
exactly in the middle of the icon in front. The deviation of the parts of the 
body of the icon is calculated with reference to this. If both the tight and 
left halves remain equal the stance is called samapada-sthanaka in which 
the icon is straight and this stance indicates the calm nature (santa) of the 
deity. 


In three famous stances of sthitakujicita’ viz. abhanga, samabhanga 
and atibhanga, the parts of the body of the icon are deviated on both sides 
balancing the weight and aesthetic expression on both the sides. In such 
case, the total height of the image gets diminished on vertical plane which 








1 It is natural that the legs cannot be equal on the pedestal when the body is 
twisted or the parts of the body deviates on the sides. One foot is planted well on 
the pedestal and the other foot, generally with a bend at the knee and ankle, is 
adjusted with or without raising the heel or sometimes with a slight raise. 
Alternatively, the foot is turned to opposite direction. In such case, the interspace 
between the toes, ankle and knee increases. 
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of the temple and the icon set up in it are based on proper calculation of 
measurements. It is precisely on account of this rigorous application of 
proportionate measurement that a number of icons and temples have 
survived centuries in good condition. 


Accuracy of proper and proportionate measurements of the body 
of the icon is insisted. However, deviation of one pave to six yavas does not 
normally create any problems, thus states Marici.' Bhrgu states that - 
parimana the deviation of one yava to ten yavas (1% arigula) is admissible.’ 


Units of measurements 
The basic unit of measurement are three viz. manangula, 
matrangula and dehalabdhangula. The description of these three units is 
identical in Vaikhdnasa treatises as well as the works on Silpa (sculptures) 
and vastu (architecture). 


Mandngula, the standard measure is equal to cight barleycorns 
supposed to be placed adjacent to each other with their sides touching each 
other. The standard unit called mandngula is used to measure ksetra (field), 
vastu (materials) and niketana (mansions / houses). Madnargula is 
subdivided following an octonary scale. On the other hand, most of the 
treatises start with the lowest unit to full unit i.e. angula in the following 
manner. 


Paramanu is the very minute dust particle seen in the sunbeam 
filtering through a lattice. Eight paramanus (anu) are equal to one ratha- 
dhili or ratha-renu (syandana-renu); eight ratha-renus are one romagra or 
valagra (or picukakesagra); eight valagras make one likhya or liksa (or 
tanuka),; eight of them make one yika (or tila); eight yakas make one yava; 
and eight yavas make one arigula generally known as the standard unit i.e. 
manangula.* 

Matrangula is the measure equal to the length of the middle 
phalanx or digit (parvan) of the middle finger (madhyamanguli) of the 
medium or yajamana (donor). This measure related to individual one is 
used for the measurement of house (grha), beds (Sayya), seats (asana), 
weapons (astra and ayudha), fire-wood (idhma) and eacanilal instruments 
ie. sruk and sruva as all of them depend onthe user.” The total height of 
the icon (both personal and public) is calculated on the basis of the 
matrangula of the yajamdna (donor). 


1 VAK.23 p.169. 

? KRA.20.171b-172. 

3 KIK.50 p.87; VAK.22 p.155. 
“ KIK.50 p.87. 

> [bid., 50 p.87; VAK.22 p.155. 
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Every tala differs from another by dimensions of the parts of body 
proportionately irrespective of the total height of the icon. Moreover, both 
male and female icons fashioned in a particular tala have the same total 
units of height. However, the proportionate height of the face in male and 
female is different. The height of gala (small fleshy fold below the chin) is 
not applicable for the female icons. Hence, this unit is adjusted in other 
parts of the face in female figures resulting in face having the shape of 
hen’s egg (kukkuta-anda).’ 


The Vaikhdnasa treatises like other iconographical treatises 
maintain two different aspects i.e. total height of the icon and tala system. 
The icons with different heights in the sanctum sanctorum as well as in 
temple precinct indicate the priority and grade of the deities invoked in the 
relevant icons. However, the tala system may be same to some of the icons. 
For instance, the icons of Siva and Brahma set up in the garbha-grha are 
fashioned in uttama dasa-tala or madhyma daSa-tala but the icons do not 
have the same total height equal to that of Visnu. Visnu is the main deity in 
the temple. Therefore, the icons of other two deities may have the height 
equal to eye-level (netranta), ear-level (karnanta) or hiccup-line (hikkanta) 
of the icon of Visnu.* 


The same features are also applicable to all the clustering icons in 
the garbha-grha and the temple premises. In the recumbent dhruva panel 
of Visnu,’ all the clustering icons are prescribed in different alas. Here the 
word ‘tala’ must be taken as the proportionate measurement with reference 
to the icon of Visnu but not the standard system. Here, the total length of 
the face of the recumbent (Sayana-bera) is taken as one (dla i.e. one tenth 
of the total height. The icon of Brahma seated on the lotus issued from the 
navel of Visnu must be in tri-tala i.e. three times the total height of the face 
of Visnu but not the standard tala system applicable to the icons of bhitas 
and kinnaras. Similarly, the icons of the female deities i.e. Sridevi and 
Bhiidevi carried by Varaha or seated on the lap of Visnu are prescribed in 
pajica-tala. Herein, their total height must be 60 dehangula or 
dehalabdhangula of the icon of Varaha or Visnu but their proportionate 
dimensions must be as per madhyama dasa-tala applicable to them. One 
can find this feature in the Vaikhanasa works where they describe the 
dimensions of the accompanying icons in the chapters on sayana 
(recumbent) forms of Visnu. 





' VAK.23 p.171. 
? Tbid., 19 p.102. 
3 Tbid., 19 p.102. 
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The Vaikhanasa works mention ten ¢dlas in total which are almost 
identical with those prescribed by other iconographical texts. Marici 
especially deals with all the ten ‘alas extensively including their three sub- 
grades i.e. uttama, madhyama and kanistha. His iconometrical features are 
almost identical with other standard works like Brahmiya-citrakarmasastra. 


The total number of angulas of a particular tala is same in different 
texts but the vertical division of the parts of the body of the icon is found to 
be different in different works. Therefore one can find the differences not 
only in non-Vaikhanasa works but also within Vaikhdnasa authors. The 
four authors of Vaikhanasa viz. Marici, Atri, Kasyapa and Bhrgu do not 
present identical iconometric systems; it is possible that they have followed 
the features present and applicable in their regions. This is one of the 
reasons why we find icons of different dimensions and features in different 
regions. This could have been one of the reasons why Marici permits the 
slight deviation of dimensions from one yava to 6 yavas in the creation of 
the icons. However, this is not applicable in case of total angulas of a tala. 


In the silpa-sdstra in general, both the male and female figures 
fashioned in the particular tala system have the same vertical dimensions 
(mana) i.e. total number of angulas from crown (mirdhan or top most part 
of head) to feet (pada) but the other dimensions like breadth, thickness 
and circumference are not identical. For instance, the width of kati (waist) 
region of male figure differs from that of female figure though both of the 
icons have same total height and are fashioned in same tala. 


The Vaikhanasa authors prescribe different tala systems in the 
creation of icons but they do not describe all. For instance, Marici 
prescribes kanistha daSa-tala for both male deities (like Bhrgu, Aditya, etc.) 
as well as the female deities (like Durga). However, he describes kanistha 
dasa-tala applicable for the male figures. It is only in some /alas that he 
specifies the differences in female figures. 


Another problem is uniformly found in the Vaikhdnasa and other 
silpa works. All the treatises do not detail all the tala systems with their 
sub-grades. However, they refer to other tala systems when a measurement 
is to be adopted from other system fully or in a slightly modified way. For 
instance, one can take navardha-tala (9% tala = 114 angulas) system 
detailed in the case of Sita, Rukmini and Satyabhama. A _ few 
measurements are given and other details are to be taken from uttama 
nava-tala (112 angulas). The same author while describing the female 
figure in uttama nava-tala refers to navardha-tala for the measurement but 
the measurements are not available there. Moreover, the uttama nava-tdla 
measurement of male figure cannot be taken for female figure. 
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A simple but plausible way to solve the problem is to adopt the 
simple information that the portions of the body above and below medhra- 
sutra must be equal. It is to be noted that the medhra-siitra is also called 
ardha-siitra. This method is applicable to the ta@las from uttama dasa-tala to 
sapta-tala. It is only in grades below, that the upper portion of the body is 
larger than the lower part. In case of other measures like width, girth, etc., 
proper care must be taken so that the measurements do not exceed the 
corresponding measurements of higher tala and not become less than those 
of lower tala. 


These practical problems are found in almost all the works of 
Vaikhanasa system as well as general treatises on icons. Therefore, it is 
necessary to survey and to adopt the tala system found in other treatises to 
solve these problems. Moreover, the Vaikhanasa authors often emphasize 
consultation of the treatises on Silpa-sSastra though they themselves 
precisely detail the minute measurements of the icons. Therefore, all tala 
systems found in Vaikhdnasa works are detailed here alongwith the 
information found in other earlier and contemporary texts viz. Manasara, 
Braéhmiya-citrakarmasastra, Sdarasvatiya-citrakarmasastra, Kasyapasilpa, 
Sakaladhikara and a later work viz. Silparatna. 


Atri, Bhrgu and Kasyapa deal with only a very few tdalas. Marici 
deals extensively with almost all the ¢d/as i.e. 28 in total. The descriptions 
are almost identical with that of silpa works. Even then, the authors of 
Vaikhanasa system often recommend consultation of the works on silpa- 
sastra for clarity and for further details. 


Uttama dasa-tala é 

Uttama dasa-tala, the highest in tala system (124 angulas) is mainly 
applicable to the image of Visnu wherever it is installed either in the main 
sanctum sanctorum or in other shrines in the temple precincts. The dhruva 
image must be in this fala in general. The kautuka-bera must be in this tala 
though the dhruva-bera of Varaha, Narasimha, Parasurama 
(Bhargavarama) and Rama are fashioned in madhyama dasa-tala. This is 
obviously based on the unwritten injunction that the Lord Visnu can be 
invoked in the image in uttama dasa-tala alone. 


Uttama daSa-tala is applicable also to the images of Siva and 
Brahma installed in the sanctum of Visnu as well as in sub-shrines 
(parivara-Glaya and anga-dlaya). It is to be noted that this Trinity must be 
in uttama dasa-tala alone in the Trimurti-sthapana, wherein these three 
deities are installed in separate garbha-grhas adjacent to each other. 
However, this tala is not prescribed for any female images including 
Sridevi, the consort of Visnu. 
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, As per the injunction that the height of the portion of the body of 
the image above and below the medhra-siitra (ardha-siitra) must be equal, 
all the treatises of both Vaikhanasa and non-Vaikhanasa works agree. 
However, there are some differences amongst them regarding the height of 
the portions of body though the total height is maintained properly. 


As far as the total vertical height of the image in uttama dasa-tala is 
concerned, the silpa works Sakaladhikara, Kasyapasilpa and Silparatna 
come in one group; Manasara is another type; Sdrasvatiya-citrakarmasastra 
and Brahmiya-citrakarmasastra stand as a separate group. 


We find four types of uttama dasa-tala measurement (total vertical 
height) in Vaikhanasa treatises. Marici’s Vimanarcanakalpa is identical 
with Brahmiya-citrakarmasastra and Sarasvatiya-citrakarmasastra;, Kasyapa 
mentions another type; Bhrgu’s measurement in Yajfdadhikara differs from 
his another work viz. Prakirnddhikara; and thus, four types of uttama dasa- 
tala are found in the Vaikhanasa works. 


The following table consolidates the uttama dasa-tala found in silpa 
texts and Vaikhanasa works: (First digit is angula and digit after dot (.) is 
yava. e.g. 1.3 = 1 angula and 3 yavas) 


VERTICAL MEASUREMENTS | VAK KJK| YAJ| PRA MS | SKL 


| (MANA) SCS KS 
| BCS - SR 
Height of usnisa |} 1.3 13 514. 1.0 1.3 
Bottom of usnisa to hair-line 3.0 3.0 2.0 | 30 40 3.0 
(kesanta) ; —_ 
Face 13.4 | 13.4) 3.3 
a. Hair-line to eye-line (aksi-stitra), 4.3. 4.3 4.3 
'b. Thence to nose-tip (putanta) 43 | 43 4.3 
c. Thence to jaw-limit (hanvanta) 4.3 | 43 | 43 
Small fleshy fold below chin (gala)! 0404 | 04 04 04. 04 
Height of neck (kantha) 37 134 | 40 | 34 | 40 | 37 


Hiccup (hikka) to chest-limit 13.3 134 13.4 13.4 13.4 | 13.3 
\(hrdayanta) - 

(Thence to navel (nabhyanta) (13.3 134 134) 134 13.4 13.3 
Thence to root of sex organ| 13.3 | 13.4 | 13.4 | 13.4 | 13.4 | 13.3 
(medhra-mila) 

Length of thigh (aru) 26.5 | 27.0 | 27.0 | 27.0 | 27.0 } 27.0 I 
Height of knee (janu) 43 40 40 | 40 | 40 ) 40 
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VERTICAL MEASUREMENTS | VAK| KJK | YAJ | PRA. MS | SKL 


(MANA) SCS | KS 

BCS _ | SR 

Length of foreleg (jangha) 26.5 (27.0 |) 27.0) 27.0 | 27.0: | 27.0 
Height of foot (pada) 43 40 40 | 40 40 4.0 


Total angulas| 124 124 124 | 124 | 124 124 


All the Vaikhanasa and Silpa works detail all six manas 
(dimensions) of the image fashioned in uttama dasa-tala almost uniformly 
though with a deviation of yavas or 1/8 angula. Among the four Vaikhanasa 
works, Marici’s treatise is more extensive and is almost identical with 
Brahmiya-citrakarmasastra. 


All authors generally prescribe the width (breadth) of the parts 
whereas Kasyapa follows presenting them in the measurement of girth or 
circumference (parimana). Some authors prescribe both. As the rule is 
found in the treatises that the circumference is thrice the width (breadth) of 
parts of the body in round (arms, torso, head, thigh, etc), there is no 
problem in converting them and vice-versa. 


Madhyama dasa-tala (Stri-mana — Female image) 

Madhyama dasa-tala' (120 arigulas) is applicable for the female 
images of Sridevi, Bhudevi, Vagdevi and Uma. The following table 
presents the vertical measurement in this tala: 


VERTICAL MEASUREMENTS (MANA) | VAK)| BCS SCS KS 


|YAF SKL 

Height of usnisa 1.0 
From bottom of usnisa to end of front hair 4.0 4.0 4.0 3.0 
Face : _ 

a. From end of front hair to eye-line - 46 46 | 46 | 46 
b. From aksi-siitra to nose-tip 44 | 44 | 44 | 44 
c. From nose-tip to jaw- -limit 3.6 | 3:6} 3.6 |h 3.6 
Small fleshy fold below chin (gala) i.e _ | 2 E 
Height of neck 40 | 40 | 40 | 40 
From hiccup-line (hikka) to chest-limit 13.0 13.0 | 13.0 | 13.0 
From chest-limit to navel 7 | 13.0 13.0 | 13.0 | 13.0 


From navel to root of sex organ (yonyanta) ' 13.0 | 13.0 | 13.0 | 13.0 





1 VAK.23 p.169-171; YAJ.21.1-25; SKL.3.1-130; BCS.14.121b-142; KSS.56.12-41; 
SCS.4.1-21. 
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VERTICAL MEASUREMENTS (MANA) | VAK BCS SCS. KS 


_ YAS SKL 
Length of thigh 26.0 | 26.0 | 26.0 | 26.0 
Height of knee 40 40 , 40 . 40 
Length of foreleg 26.0 | 26.0 | 26.0 26.0 
Height of foot (from ankle to ground) / 40 40 40 4.0 


Total angulas| 120. 120 120.120 


Madhyama dasa-tala (purusa-mana — male images) 

Madhyma dasa-tala (120 angulas) is applicable to the images of 
Varaha, Narasimha, Bhargavarama (Jamadagnya), Rama, Balabhadra, 
Krsna and sometimes also to Brahma and Siva. The following table 
presents the vertical measurement in this tala system: 


VERTICAL MEASUREMENTS (MANA)| SAA | BCS | SKL | KS 


Height of usnisa 1.2 1.2 12, 
From bottom of usnisa to end of front hair 44 3.0 3.0 3.0 
Face a. From end of front hair to eye-line 4.4 42 | 42 4.2 
| b. From aksi-siitra to nose-tip 44 42 | 42 42 

c. From nose-tip to jaw-limit (putanta) | 4.4 4.2 4.2 4.2 
Small fleshy fold below chin (gala) 04 | 04 | 04 | 04 
Height of neck (kantha) 4.0 3.6 3.6 3.6 
From hikka-siitra to chest-limit 12.4 | 12.6 | 12.6 | 12.6 
From chest-limit to navel (nabhi) 12.4 | 13.0 | 13.0 | 13.0 
From navel to root of sex organ (medhra) 12.4 | 13.0 13.0 13.0 
Height of thigh 26.0 | 25.6 | 25.6 | 25.6 
Height of knee _ “W400 [42 | 42 | 42 
Length of foreleg 26.0 | 25.6 25.6 | 25.6 
Height of foot (from ankle to ground) 4.0 4.2 42 | 42 


Total angulas 120 120 120. 120 


Kanistha dasa-tala (male icons) 

Kanistha daSsa-tala (116 angulas) is applicable for the icons of 
worshipping sages (pujaka-muni), Garuda, Visvaksena, Lokapdlas and 
other parivara-devatas.' The vertical measurement in this ¢dla is as follows: 


' VAK.23 p.271. 
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VERTICAL MEASUREMENTS —_| VAK| SCS | KS | 
(MANA) x BCS. i 
Height oft usnisa _ 7 - 10 | 10 | 
From bottom of usnisa 1a to end of front hair . 7 _ i 3.0 | 3.0 | 3.0 
‘Face | 
a. From end of fr front hair to eye- -line (aksi- -siitra) | ~T 42 | 42 | 42. 
b. From aksi- -stitra to nose- tip | a aa 7 | 441 [4a [41 | 
‘c. From nose- tip ‘to jaw-limit | 4.1 41 | 41 | 
‘Small fleshy fold below chin (gala) | 04 | 04 | 04 | 
Height of ht of neck = | 40 | 3.4 | 34 
[From hic | hiccup-li -line  (hikka- -siitra) to chest- limit | 424 | 124 | 12.4 | 
From chest- st-limit to navel ; | 12.4 | 12.4 | 12.4 | 
From navel to root of penis (medhra) / | 12.4 | 124 [ 12.4 | 
Prono medhra to end of thigh | ~ | 25.0 25.0 | 25.0 | 
Height of knee a0 [40 40 
‘Length of of foreleg 1 25.0) 29.0 | 25.0 | 
‘Height of foo foot ot (from 2 ankle to ground) — | 40 | 40 | 40 | 
Poe ee ee Total aigulas 116 | 116 | 116 


Navardha-tala (9% Tala) (Male divinities) 

Navardha-tala (114 angulas) is applicable to the icons of Yaksesa 
(Kubera) and nava-grahas (planetary divinities) and other divinities.’ The 
treatises present only the different aspects of measurements, for some of 
the measurements are to be taken from the immediate higher ‘dla i.e. 
kanistha dasa-tala and the immediate lower tdla i.e. uttama nava-tala. The 
following table is of the icons of the male divinities: 





VERTICAL MEASUREMENTS (MANA) _—| VAK | BCS | SCS | 
Height of usnisa a _ # | i 
From bottom of usnisa to end of front hair 4.0 4.0 | 40 | 
[Face | ee See ee 


a. From end of front hair to eye-li -line . 
b. From n aksi- -stitra to nose- tip 
ic. From nose- ose-tip t to 0 jaw-limit | 


Height of neck ae aaa 








* Ibid., 22 p.157. 


74 VAIKHANASA ICONOGRAPHY 

















'VERTICAL MEASUREMENTS (MANA) /VAK | BCS | SCS_ 
From | hiccup- -line (hikka- sutra) to chest-limit 12:2 7 182: 1 133 
‘From chest-limit to navel 199 9190 | 122 
From navel to root of penis (medhra) —— “I 12.2 271. 12.2 
‘From medhra to end of thigh 24.4 = 24.0 | 24.4 
‘Height of knee 40 40 | 4.0 
‘Length of foreleg - 24.4 | 24.0 | 24.4 
Height of foot (from ankle to eround) | 40 | 40 | 40 | 





| Total angulas) 114 114. 114 
Navardha-tala (9% Tala) (Female divinities) 

The icons of the incarnate form of Sridevi i.e. Sita and Rukmini and 
that of Bhudevi i.e. Satyabhama must be fashioned in Navardha-tala (9Y2 
tala = 114 avgulas). The table below deals with the vertical measurements 
of the icons of the female divinities: 









































| VERTICAL MEASUREMENTS (Mana) | VAK | BCS 
Height of usnisa | | ey 
From bottom of usnisa to end of front hair | 3.0 
eee ee | 
_ Siras | 4.0 _ 
| From end of front hair to eye-line (aksi- siitra) i 4.1 44 
| From aksi-siitra to nose-tip (ndsa-putanta) [ 4.1 — 42 
| From nose-tip to jaw-limit (hanvanta) _ - [ 4.0 3.4 
Height of neck (kantha | griva) | 40 4.0 
From hiccup-line (hikka-siitra) to chest- limit — | _ 12.2 Wee 
From chest-limit to navel (n@bhyanta) | 22 122 
_ From navel to sex-organ (yoni- mulanta) | 122 12.2 
_ Height of thigh (aw) a | 24.4 24.4 
_ Height of knee (janu) 40 | 4.0 
_ Length of f foreleg (janigha) 244 | 244 
_ Height of foot (tala - from ankle to ground) 40 | 40 
Total angulas| 114 | 114 


Uttama nava-tala 

Uttama nava-tala (112 angulas) is applicable for the icons of daityas, 
raksas, uragesa, siddha, gandharva, carana and bhavana.' The vertical 
measurement in this tdla is as follows: 


 Ibid., 22 p.157. 
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VERTICAL MEASUREMENTS —|s~VAK| BCS KS 
| (MANA) _ SCS | _ 
Height of usnisa 1.0 1.0 1.0 
From bottom of usnisa to end of front hair 3.0 3.0 3.0 
Face - 
‘a. From end of front hair to eye-line 40 4.0 4.0 
b. From aksi-siitra to nose-tip 40 | 4.0 4.0 
c. From nose-tip to jaw-limit 4.0 4.0 | 4.0 
Small fleshy fold below chin (gala) 04 | 04 ; 
Height of neck 34 | 34 | 40 
From hiccup-line (hikka-siitra) to chest-limit 12.0 | 12.0 | 12.0 
‘From chest-limit to navel 7 12.0 | 12.0 | 12.0 
From navel to root of sex organ (medhra) 120 | 12.0 | 12.0 
Length of thigh 24.0 24.0 24.0. 
Height ofknee 40 | 40 | 40 
Length of foreleg 24.0 | 24.0 | 24.0 
Height of foot (from ankle to ground) 40 | 40 4.0 


Total angulas 112 | 112 | 112 


Madhyama nava-tala 

Madhyama nava-tala (108 arigulas) is prescribed to fashion the 
icons of nisacaras and asuras.' The vertical measurement in this tala is 
presented in the table below: 


VERTICAL MEASUREMENTS (MANA) | VAK| BCS | KS 















































‘Height of usnisa «1.0 
From bottom of usnisa to end of front hair 30 | 30 | 26 
Face ee : | | _ 
a. From end of front hair to eye-line _ 4.0 | 4.0 a7. 
b. From aksi-siitra to nose-tip _ ~ | 40 | 40 | 37 
ic. From nose-tip to jaw-limit - ; | 40 | 4.0 BL 
‘Small fleshy fold below chin (gala) «| 04 | 04 | 
‘Height of neck -_ : [34 | 34 | 3.6 
From hiccup-line (hikka-siitra) to chest-limit “Wt 12.0 | 12.0 11.5 





1 Tbid., 22 p.15. 
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Total angulas) 108 | 


Similarly, the other tdlas applicable to both female and male 
divinities are also detailed in Vaikhanasa treatises. The measurements 
available in these texts are accurate and they are almost same as those 
available in other Silpa texts. The tala system helps to identify a number of 
icons found or unearthed in old temples and other sites of archaeological 
importance. Moreover, it helps to find out to whom the temple/edifice had 
been dedicated to. 





CHAPTER IV 
MATERIAL AND IMAGE-MAKING 


Depending upon the material which they are made of, the images 
are classified into five viz. Sailaja (made of stone), ratnaja (made of 
precious stones), dhatuja or lohaja (made of metals), daruja or darava 
(made of timber) and mrnmaya or Silaja (made of processed earth/clay)." 
Prakirnadhikara, based on the variety of materials, classifies sailaja in four 
types, ratnaja in seven types, dhaniyas in eight types, daruiay in sixteen Epes 
and silaja or mrnmaya (also aistaka’ = made of brick*) of two types.’ Out 
of the materials viz. wood, clay, stone and metal, each succeeding one is 
superior to the one preceding” The image should not be made of lime 
(sudha’) and brick.’ 


The dhruva images are made of processed earth (mrd) with brick 
(istaka), wood, stone and metal (copper) each succeeding one being 
superior to those preceding in the sequential order.® Atri considers the 
four materials viz. stone, copper, mrd and wood as uttama, uttamottama, 
madhyama and adhama respectively.’ He further specifies the purpose of 
materials — stone for moksa, copper for kingship, mrd for wealth and wood 
for good progeny. Further, he refers to some other authorities who 
recommend mrd-bera for prosperity of all subjects. 0 The stone image is 
beneficial for the brahmana; the copper is suitable for the ksatriya; mrd- 
bera is meant for vaisya; and the wooden icon is for the séidra. Some other 
authorities hold an icon made of stone or processed earth as most 
eminent.’ As per Kasyapa, the large immovable dhruva icon made of 
stone results in long life, wealth and fame; the copper image is for good 
progeny and promotion of punya (meritorious deed); the wooden dhruva 
icon is meant for union (yoga) with the Supreme One, prosperity and 
happiness; and the image of processed earth (mrd) is beneficial to obtain 





' PRA.7.12a-13a. 

? VAK.16 p.75. 

3 The brick must be unbaked, for the baked (burnt) brick is prohibited. 
* PRA.7.13b-14. 

> §AA.18.1b-2a; VAK.15 p.69; YAJ.11.16b-17a. 
° The burnt lime is called sudha. 

7 KRA.20.194. 

8 VAK.15 p.69; YAJ.11.16b-17a. 

° SAA.18.1b—2a. 

10 Thid., 18.2b-3. 

" Ibid., 18.18b-19. 
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geld, land, and so forth.' The images made of stone, clay and wood must 
be painted, for the painting is equated with the skin of the image.” 
Moreover, the dhruva image without colouring causes the destruction of 
all? The colouring material mixed with gold makes the icon more 
effective.” According to Atri, the Supreme One becomes angry if the 
dhruva and kautuka images are devoid of colouring.” 


The dhruva images made of napumsaka stone or tree, bricks mixed 
with lime, baked bricks (pakva-istaka), mixture of hingu, garlic and those 
without proper material (dravya), process (krama) and measures (mana) 
are considered to be abhicarika type resulting in adversity. 


The dhruva-bera alone can be made of any of the above material. 
However, in the area abundant with grass, it is only eka-bera or dhruvarca 
mode of worship that is recommended, the dhruva image being of stone 
and without colouring.’ In the stone structures (sild-Glaya), the dhruva 
image may be of stone or copper but wooden and clay image is prohibited. 
In the brick structure, the dhruva image may be of any of the above 
materials.* 


There is a strict injunction that all other images in the temple must 
be made of the material used for the dhruva image installed in the main 
sanctum sanctorum. However, the images of Garuda, Senesa, Vighnesa, 
Ananta, Durga, Sirya, Skanda, Jyestha and Sarasvati may be made of 
stone. 


Daru-beras (Wooden images) 

The wood is considered to be the lowest grade material for making 
icons, for perhaps such images are easily destroyed by weather, insects, and 
so on. However, the earliest form of representation of the gods, either in 
the form of sacrificial post or image, is found to be of wood. The wood 
must be used only in making the dhruva icon in full (citra); but for citrardha 





' KIKA0 p.72. 

> §AA.19.8b-9a; 21.11b-12a. 

> [bid., 19.18b. 

“ VAK.18 p.91. 

> SAA.67.40. 

® VAK.64 p.398. 

1 §AA.13.53b; VAK.16 p.75; YAJ.11.17b. 

8 §4A.19.39b-41; YAJ.12.51b-S2a. 

The wall in the brick structure is generally plastered or smeared with lime which 
absorbs the moisture in the air. In such, the humidity inside the garbha-grha is 
maintained. Therefore, the climatic conditions do not affect the image. 

? KLA.7.42b-43a; KRA.5.89b-90; 22.92b-94a; SAA.69.126-128a. 
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Arelief sculpture) wood is prohibited and, as such, the image becomes 
abhicarika.' 

The dhruva and kautuka icon may be made of wood but with 
colour” However, Atri refers to some other authorities who prohibit 
recumbent image of wood.’ The entire image must be made of the same 
variety of wood.’ The kautuka icon made of wood ensures promotion of 
progeny.” 

The Vaikhdnasa treatises name the trees the wood whereof is 
recommended for the image.® The trees are classified into two viz. 
bahissara (tree with soft core but hard exterior) and antas-sara (tree with 
solid wood or pith).’ Some of the bahis-sdra variety trees are tala (palm), 
narikela (Coconut), venu (bamboo) and piga (areca-nut).® Antas-sara type 
of tree alone should be used for making the images. The trees having resin 
(sap or exudation) are preferred for the making of the images, for such 
exudation strengthens the images for a long time and prevents the 
occurrence of cracks due to age and weather. Preferred are the trees grown 
near the agricultural fields (sasya-ksetra) as well as in the area adjacent to 
the water-ponds and reservoirs, which are full of lotus and lily. The same 
way, suitable trees must be selected from the place abundant with the holy 
and herbal plants like tulasi, kusa (darbha), visnukranta, vita and 
sthalapadma,’ for these sensitive plants are indicative of good environment 
as well as large amount of water present there in the ground. The tree 
available in the white land or field (Sveta-ksetra) is highly commended." 
The timber of the trees meant for sacrificial rites (ydjfiika-druma) are 
preferable. The timber of khadira (Acacia catechu) is considered to be the 





' §AA.67.27a. 

* Ibid., 13.52. 

* [bid., 13.56a. 

* Ibid., 13.55b, 15.14a. 

The texture and fibers of each wood differ from others. The same way, strength 
and effects due to the atmospheric conditions like warping of wood, are not 
uniform in all the woods. This is the reason as to why the treatises are very 
particular about using the identical type of timber. 

> [hid., 19.24a. As per BCS (15.33a), the kautuka icon made of wood is of inferior 
(adhama) grade. 

® KLA10.13-17; SAA.15.1b-2a; VAK.17 p.78. PRA (8.29-30) includes also tala 
(palmyra) tree. 

’VAS.31.48a. 

* Tbid., 31.48b-49a. 

° KIK27 p.54; KLA.10.15b-17; VAK.17 P.78; YAJ.12.12b; also BCS (19.11b-13a). 
© KLA.10.17b. ; 
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best.' Other antas-sdra-type” trees are anila, arjuna (Terminalia arjuna), 
asana (Terminalia tomentosa), aSoka (Saraca indica), aSvattha (Ficus 
religiosa), udumbara, bandhiika (Pentapetas phoenicea), barbara (= 
barbura or barbula = Accacia arabica), bilva (Aegle Marmellos), campaka 
(Nichelia campaka Linn), candana (Santalum album Linn), ciribilva (= 
cirabilla = Pongamia glabra), dambin, devaddru (Cedrus Deodara), 
dunduka, jativrksa, kadamba (Anthocephalus Kadamba), kandali, kapittha 
(Feronia elephantum), karnikara, kramuka (Areca catechu), madhika 
(Bassia latifolia), mayzra, nimba’ (Melia azadirachta indica = neem), 
nipaka (= kadamba’*), padmaka, palasa (Butea frondosa), panasa 
(Artocarpus integrifolia), plaksa (Ficus infectoria), rajddana (Mimusops 
indica), raktacandana, saka (Tectona grandis), sala (Shorea robusta), Sami 
(Accacia suma), Sankhavatana, Sirisa (Albissia lebbek), stimita, suravartin, 
suvarna (Cassia Fistula Linn = Amaltas?), timisa, vaka, vakula (Mimusops 
elengi) and vafijula (Calamus rotong).° These trees must alone be used for 
also making sila for earthen (mrd) images as well as the wooden image in 
full. 


The timber of the following trees is prohibited from being selected 
for making of the images:’ 


1. The tree inflicted by the insects or pests and broken by wind, 
elephant and weapons indicate the weakness of the timber of 
the wood. Moreover, such trees are subject to further 
deterioration. 


2. The tree, which is self-dried, devoid of bark and possessed of 
holes and hollows, indicate the disease of the tree. The spiral 
and circles (cakra) appearing on the trunk where the branches 
originate, indicate the fall of branches due to deficiency of vital 
energy of the tree. 


3. The tree with rich foliage and flowers should not be felled for 
image-making perhaps because green leaves emit oxygen 


' Ibid., 10.13b. 

* PRA.8.29-30; VAS.31.49b-50, 52b-53a; YAJ.12.1~2a. 

3 Kasgyapa (KJK.10 p.16) mentions this tree as well as sirisa as abhicarika. 

“ Shakti M. Gupta, Plants in Indian Temple Art, p.22. 

* Ibid., p.51. ; 

° The technical names are as per Susruta-samhita, Vol. II, App.3. Botanical names 
are provided by Kaviraj Kunjalal Bhishagratna. 

’ KIK.27 p.52, p.54; KLA.10.18-20a; PRA.8.31-34, 37; VAK.17 p.78; VAS.31.53b- 
54a; YAJ.12.3. 

BCS (19.7b-11a) details almost the same type of prohibited trees. 
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essential for respiration. Moreover, such trees are abode of 
many creatures. Further, the trunk of such tree, functioning as 
the medium of supplying water and vital energy to all parts, 
generally is found weak. 


4. The tree burnt with lightning and fire is not suitable, for such 
tree loses the oil or moisture content in the timber which is very 
essential for the durability of the wood used for making of the 
image. 


5. The tree, which is the dwelling place of the wolf, birds, serpents 
and other creatures should not be destroyed for the purpose of 
image, for this disturbs the ecological system which our 
ancestors including the authors of Vaikhdnasa system were 
much concerned. 


6. The tree surrounded by the anthills is not suitable, for the 
termites and other insects, which dwell in anthills eat and 
weaken the timber. Moreover, the tree afflicted by termites is 
subject to further deterioration. 


7. The tree growing in the premises of temple, matr-sthana (place 
allotted to Mother Goddesses and local divinities), yoga-sthana’ 
(place of meditation), caitya (Memorial place) and hermitage 
should not be taken, for the trees are very essential in these 
places for keeping the premises cool. Moreover, this may cause 
some social and religious problems. 


8. The tree growing along the roads, in the outskirts of village or 
town and its vicinity and the parks, should not be cut because 
those trees are for public utility meant for providing shade to 
tired travellers. 


9. The trees growing on the boundary limits, banks of river, tank, 
reservoirs and wells must not be cut, for the trees in these places 
support and protect the boundary or limits of the water-sources 
which also help the birds and animals to live in suitable 
condition. 


10. The tree found in the area adjacent to the crematorium should 
not be felled, for the foliage of the trees purifies the atmosphere 
polluted by the fumes. 


' Yoga-sthana may mean both ‘meditating place’ as well as ‘samadhi’ or where a 
person is believed (said) to have attained salvation by meditation. is 


82 VAIKHANASA ICONOGRAPHY 


11. The trees found in the settlements of outcastes (candala) should 
not be taken, for, perhaps, those who had hard life should not 
be denied cool shade and shelter provided by the trees. 


12. The trees believed to be occupied by the semi-divinities like 
yaksa, raksasa, pisaca, gandharva and uraga (naga) should not 
be cut, for these demi-gods are considered helpful to the 
people. That is why they are invited to take part in the temple 
festivals. Moreover, the image made of tree from such place 
may cause some psychological problems. 


13. The tree supporting the twiners should not be cut, for the 
climbers and twiners are essential for ecological balancing. 


14. The tree caressed by the girls should not be cut, for the 
guardians of such trees are not to be mentally disturbed. 


15. The thorny trees should not be used for the images, as the result 
is the same as that of abhicarika.' 


The trees are classified into three viz. pumdn, stri and napumsaka.’ 
The tree with the stem equally round from top to bottom, straight and 
multi-branched is called pum-vrksa (male tree). It is stri-vrksa (female tree) 
in case the trunk has broad bottom and narrow top. It is vice-versa in the 
napumsaka-vrksa (hermaphrodite) which should not be used for the 
images. The pum-vrksa and stri-vrksa are used to make the images of male 
and female deities respectively. Karnikara, nipa, arjuna, asana, bilva, 
panasa, punnaga, campaka, asoka, vakula, sarala, sindhuvara and patala are 
some of the male trees.° 


The tree selected for the image must be brought to the temple. The 
bark and excess parts must be removed. Cow-dung’ is applied over and the 
timber is kept aside in the low-breezed shadow to dry well naturally and 
gradually.” 


The solid wooden image does not require two very essential steps 
meant for the image with the wooden frame (sila) i.e. rajju-bandhana and 





' KIK.10 p.17; KRA.20.190b. 

? PRA.8.38-39; VAK.17 P.78; YAJ.12.4-6a. 

> KIK.A4 p.6; 10 p.15-16. 

* Cow-dung, considered to be the best material, isalso sometimes mixed with clay 
and applied over the material that is to be dried up gradually. This prevents the 
cracks that happen on the surface of the wood and other material that take place 
due to wind and evaporation of water contents and moisture inthe wood. 

> KIK.A0 p.73; KLA.10.47-49. 
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mrd-lepana' in addition to pata-acchadana (cloth-wrapping).’ All the parts 
of the image are perfectly executed but just thickness of one tila or yava 
less than the actual size in all the parts. The attributes cakra and sankha 
must be made together (sahaja) as the inseparable component of the 
image. The ghatasarkara or Sarkara is applied over the same just measuring 
one yava thickness to give a clear finishing shape to the image. However, 
Vimanarcanakalpa and Yajiddhikara insist on that Sarkara should not be 
applied on the wooden images but only the white earth (mauktika-mrd) for 
ornamentation as well as ground for colouring.’ The image is painted when 
it is dried. 


The earliest epigraphical reference to wood especially of udumbara 
(Indian fig tree) is found in the inscription on the stone pedestal of 
Astabhujasvami (eight-armed Visnu = Trivikrama) at Nagarjunakonda 
(c.278 AD).’ The earlier dhruva image in Varadarajasvami Temple at 
Kanchipuram was of udumbara wood hence, perhaps the deity has been 
still called atti-Varadar (image of Varada made of timber of atti’). This 
image had been replaced with a stone image in the 16" century AD. 
Currently, one can find an exquisite wooden dhruva-bera of Trivikrama 
(Plate XXXVI-c) at Tirukkovalur (Villupuram district, Tamil Nadu) 
belonging to a period earlier than 4"" century AD, as well as wooden 
dhruva image of Devanathasvami at Tiruvahindrapuram (Cuddalore 
district, Tamil Nadu), probably of the same period. Most of the temples 
visited and praised by the Vaisnava saints viz. Alvars in their hymnal work 
collectively called Naldyira Divyaprabandham earlier to 8" century AD, 
which could have been renovated or replaced with stone or brick structures 
in later times, might have had the wooden images which decayed in course 
of time. 





' §$AA.19.16-17, 21b-22a; YAJ.13.48-49a. 

> YAJ.13.48a. 

> VAK.18 p.89-90; YAJ.13.48a. 

“ Soundara Rajan, Glimpses of Indian Culture, p.33; M.L. Nigam, op. cit., p.127. 

> This image is presently placed inside a mantapa in the tank viz. Ananta-saras 
inside the temple premises. Once in forty-two years, the image is taken out and 
placed outside the tank for a certain period for public vision. 

° Atti is the Tamil term for the fig tree. Even the name of this place Attiyur may 
mean the village of atti trees. The Tamil term “iti? may stand for the Sanskrit term 
‘hast’ in the name of the place ‘Hasti-giri’ as per local Puranic tradition. * 
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Silaja or Mrd-bera (Images of processed earth) 

The images made of processed earth (mrd') are next in order of 
superiority. The mrd-bera must have Sila i.e. interior frame.” Mrd is used 
only for the round (citra) image of dhruva but there is a prohibition of 
relief image (ardhacitra) made of mrd which serves the purpose of 
abhicarika.’ The dhruva-bera alone must be made of mrd (processed clay), 
for the other beras made of clay are dreadful to all the worlds.’ 


The images made of mrd (processed earth / clay) are of two types 
viz. pakva (baked or burnt) and apakva (unbaked or non-burnt). In pakva 
type, the image is made with clay and burnt with fire.” In apakva type, the 
image is constructed in systematic way as immovable (acala) image. The 
pakva (baked) image of Visnu causes destruction of everything.° The 
apakva image of all the deities is very beneficial.’ However, the image of 
Jyestha, Vakratunda and Sasta may be made of both the varieties. The 
images of pisdcas must be made only of burnt clay or brick. The mrd 
(processed clay/soil) should not be mixed with stone powder or small 
stones” and lime. The mrd-bera should have proper Sila, rajju (ropes), cloth 
wrapping and sarkara proportionately.'” The mrd-bera should not be 
devoid of siila. The image made of very black earth or clay becomes 
abhicarika."' 

The construction of mrd-bera is a time-consuming and of elaborate 
process. This includes selection of mrd (earth), drying the same to certain 
condition and preparation of materials for ready use. 


The construction technique consists of the following steps: sala- 
sthapana (fixing of Sila), asta-bandhana or bandha-lepa (application of 
insecticide or strengthening material to the frame), rajju-bandhana 
(binding with rope), mrttikd-lepana or kalka-lepana (application of 
processed clay), ratna-nydsa (depositing gems), pata-dcchadana (wrapping 
of cloth), sarkara-lepana (application of fine sand) and varna-samskara 





' The term mrd means any material like dhatu, sudha and Sarkara meant for 
smearing or application, as per BCS (15.21b-22a). 

? KRA.20.193b; SAA.10.58a. 

3 KRA.20.164a; PRA.9.11a; SAA.19.52a; 67.26b; VAK.64 p.398. 
“ SAA.25.24-25a; VAK.16 p.75. 

5 PRA.7.32a, 9.16a; SAA.19.67b. 

6 PRA.9.16b-17a; SAA.19.68. 

7 KRA.20.192b; SAA.19.69a. 

8 §4A.19.69-70. 

? KRA.20.191b. 

10 Thid., 20.193b. 

1 §AA.67.56a. 
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(colouring). The improper order of the construction is considered a flaw, 
for it may affect the durability of image.' The preparatory work includes 
making of sila, lepa or asta-bandha, cords (ropes), kalka (processed of 
earth or soil) and sarkara. Of the four equal parts of proportions of the 
image over the sala, three parts are completed with rajju-bandhana and 
mrd (processed earth). The remaining part is finished with ghata-sarkara, 
cloth wrapping, white earth and colouring.’ 


Sila: components and assembling* 

The interior supporting frame or supporting core is known as Sila.’ 
The sala may be of metal, stone or wood. The sila made of gold and silver 
causes all sorts of prosperity and development. However, sila should not 
be of any other metals.° The trees meant for sacrificial rites (yajnika- 
druma) are preferable for sila. The timber of khadira (Acacia catechu) is 
commended for the same.° 


The sila consists of eleven components — mauli-danda, vamsa- 
danda, vakso-danda, bahu-danda, prakostha-danda, kati-danda, pdarsva- 
danda, tru-danda, jangha-danda and pada-danda (foot). Mauli-danda may 
be part of vamsa-danda or separately. The total number of bahu-danda and 
prakostha-danda must be taken depending upon the total hands of the 
image. The total pieces of components are eighteen in the four-armed 
standing image, twenty in seated image and nineteen in recumbent images. 
In Cape the mauli-danda is not separate, one component becomes less in all 
above. 


Vamsa-danda also called pascat-danda serves the purpose of the 
backbone to the human body. This vertical shaft is the support to vakso- 
danda and kati-danda which are support to the limbs. Vamsa-danda has the 
length equal to the upper part of the image from medhra to head. It is 
square from medhra to nabhi (navel), octagonal upto the hikka (hiccup) 
and cylindrical above. The bottom of the sala measures one-fourth of the 
middle part of torso. The top part measures one-eighth less than the 
bottom. 


Vakso-danda is horizontal shaft with the length measuring one-fifth 
less than the total length between the outer ends of the root of the upper 





' VAK.64 p.398. 

> PRA.9.7-8. 

> KJKA1 p.74; SAA.16.4-14a; 17.35b-36a; VAK.18 p.83. 
* §AA.10.59a. 

> PRA.8.51. 

° KLA.10.13b. 

’ VAK.18 p.83. 
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arms. Its breadth is one-fifth of the length and its thickness is half of the 
breadth. It has a hole (socket) in the middle to insert vamsa-danda and two 
on the sides where the parsva-danda (paksa-danda) are to be inserted. The 
number of sikhd (projection) depends on the total number of the hands. It 
must be inserted and fixed two arigulas below the hiccup (hikka) of the 
image. 


Kati-danda is horizontal shaft measuring one-fifth less than the 
total width or girth of the image at hip. Its breadth is half of the length and 
its thickness is half of the breadth. It has a hole in the middle for insertion 
of vamsa-danda and two on the sides for the insertion of pdrsva-danda 
(paksa-danda). Kati-danda has sikhd (projection) on both ends. It is 
positioned five arigulas below the nabhi (navel) of the image. 


A set of parsva-danda, also known as paksa-danda, connect and 
support mutually both vakso-danda and kati-danda positioned respectively 
on the upper and lower part of vamsa-danda. Their length is accurately the 
distance between vakso-danda and kati-danda in addition to the 
projections (sikha) on both sides measuring one arigula that are to be 
inserted into the socket made on both ends of vakso-danda and kati-danda. 


Bahu-danda has the length equal to the upper arm. It measures 
one-third of the total breadth at the root of arm (bahu-miila) and another 
end has the measure one-third less from that of bahu-mila. This is equal to 
the breadth of the upper part of prakostha-danda (forearm). Prakostha- 
danda is the shaft meant for forearm. Its upper part has the measure equal 
to the lower end of bahu-danda. The height of elbow may be adjusted with 
Sikha (projection) of the lower end of bahu-danda and upper end of 
prakostha-danda. 


Uru-danda (thigh-shaft) has the length of the thigh. Jangha-danda 
has the length equal to the shank as well as the part below the ankle. The 
height of knee is adjusted with the projections (Sikha) of the lower end of 
airu-danda and upper end of jangha-danda. 


The treatises detail the technique of setting the stila.. The Sila 
fixed in the socket of pedestal (pitha) is made firm with the application of 
astabandha. The astabandha, according to Atri, consists of the following 
materials and process. Eight units of kitta, eight units of valuka (sand), six 
units of laksa (red lac), six units of Sarkar (gravel), six units of asman 
(stone), two units of masa (black gram), two units of gairika (red chalk) 
and one unit of guggulu, all pounded well and blended with sesame oil, 


1 KLA.13.35b-39a, 41a. 
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clarified butter, butter and honey-wax. This mixture is heated to proper 
soft condition like butter.' 


In addition, in order to make the image firm, two adhara-dandas 
(supportive rod of khadira wood or copper pieces) are attached on the 
back below kati-danda and vakso-danda against the hind wall on shoulder 
part, hands holding sankha and cakra especially in the joints of the arms 
and below the foot. Alternatively, the @dhara-danda may be fixed on the 
mauli-danda against the back wall. In the seated image, a danda is fixed 
below the vamsa-danda and another danda on the back supporting on the 
hind wall. In the recumbent image, the a@dhdra-dandas are fixed on the 
back-side, leg, shoulder and kirita to the couch part of Ananta in such a 
way the dandas do not appear out. In any case, no hole should be made on 
the sila to fix the addhara-dandas. The Vaikhanasa texts are silent as to how 
the a@dhara-dandas are attached to the sila. However, one can find in other 
silpa texts like Sdrasvatiya-citrakarmasastra, that wooden or metal nails 
(kila) are used for the same.” The joints of the shafts (danda) are firmly 
tied. Copper rods (plates or strips) measuring five to eight yava in length 
and six yava thick should be fixed to the joints of the components of the 
Sila to strengthen the same. The palm and foot should have copper plates 
(strips) inside. 


Astabandha / lepa-karma 

The sila should be smeared with astabandha i.e. blend of eight 
binding material, which is indeed the medas (fat) of the image. This 
solution, of course, smeared on the wooden sila especially in the joints 
strengthens and protects the same from decay caused by weather as well as 
the pests.” This viscous astabandha is different from the one used as 
binding or cementing material to fix the sala and the images in the socket 
on the pedestal. 


Marici* prescribes the preparation of the astabandha for lepa-karma 
in the following manner. Four units of the resin of Srivestaka (Boswellia 
thuripera), five units of resin of mrdurusta or kunduruska (olibanum), one 
unit of guggulu (Balsamodendron mukul or Balsam), eight units of gula 
(molasses or jaggery), three units of the exudation of sarja and three units 


1 §AA.14.33-35. 

2 SCS.19.88b. 

3 KLA.13.39b; PRA.9.6a; SAA.19.60. 
* VAK.18 p.85. 
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of dhdtuciirna (mineral powder) in addition to the clarified butter of cow 
and'sesame oil are put into a clean vessel and the mixture is heated.' 


According to Khiladhikara? astabandha is made of gufijasata 
(Abrus precatorius), vidanga, pounded gairika (red ochre), essence of 
vakula leaves,’ exudation of kapittha, decoction (kasaya) of the bark of the 
four plants i.e. asvattha, khadira, palasa and apdmarga (Achyranthes 
aspera). All of them are put together and heated in a mild flame. 


Kasyapa‘ prescribes another variety of material to be smeared on 
the sila. The curds, milk, coconut-sap, each measuring one or half a 
prastha is put into a brass vessel. The juice of the fruits of vakula and 
badara (Zizyphus jujuba juss), each in a quantity of half of the milk is 
added together. The mahisa (a kind of bdellium), aksa (Terminalia 
belerica), yajfayipa, sayasasalka, kapittha, kustha (Costus speciosus) and 
gairika, each separately in a quantity of half of milk, are pounded and put 
into the vessel. The exudation of the trees such as karafija (Pongamia 
glabra) and asvattha, in the measure of one fourth more than the milk is 
added. The powder of triphala (myrobalans), visvabesaja (dry ginger), 
ghana (root of Cyperus hexastachys communis) and capala (black 
mustard), each in a quantity of half of the sap mentioned earlier, are mixed 
with the above along with the sap of the plants growing near river, in a 
quantity same as that of the milk. The complete mixture is wrapped in a 
cloth and placed aside for six or three nights. This processed mixture is 
smeared on the Sila. 





' KSS (85.2b-5) and SCS (49.55b-57) mention the same material but with different 
proportions four units of Srivestaka, three units of kunduruska, five units of 
guggulu, one unit of gula (molasses or jaggery), eight units of sarjd-rasa, three units 
of gairika (red ochre) in addition to sesame oil and clarified butter of cow. This 
mixture when heated on fire becomes liquefied like the honey. 

2 KLA.13.32b-34, 39b-40a. The text is silent about the proportion. 

° The phrase ‘vakulam parnasaram ca’ in Khiladhikara can be taken in two ways. 
In the first, this means ‘the essence of Vakula (Mimusops elengi) leaves. As per the 
second interpretation, the term ‘vakula’ is taken as ‘vatula’ a leguminous plant viz. 
Cicer aerietinum. The term ‘parna’ can be taken as another plant viz. Coevika 
betel. Thus, as per the latter interpretation, the juice of two plants is included in 
the astabandha as insecticide. : 

“ KIK.48 p.83. 

° Goudriaan (p.143) takes ‘mahisaksa’ as one material. 
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Rajju-bandhana’ 

The cords (rajju) made of husk and fiber of coconut and cotton is 
wound around each of the components of Sila” The two-fold cord, but 
three-fold according to Kasyapa, should have thickness of two yava. 
Copper wires or ropes (ndla) are also prescribed. Obviously, the ropes 
represent the veins or nadi of the image. The rope is wound starting from 
the navel both above and below implying the nadi starting from the region 
of navel. After fixing the palm and foot made of copper, cotton rope is 
once again wound around. The functional use of the rajju-bandhana is not 
only strengthening the Sala but also to provide grip to the mrd (processed 
earth) applied over it. Moreover, the ropes prevent the expansion and 
contraction of sila which generally occurs due to climatic changes. The 
uniform binding of cords is very helpful in later times when the image is to 
be renovated. In such case, it is only the particular part of the image that 
can be repaired. 


Mrt-samskara’ and mrd-lepa 

Application of kalka (processed earth) over the Sila is to give a real 
shape to the image. The soil is collected from the auspicious spots such as 
the banks of rivers Ganga, Vanna and Krsnaveni, Kaveri and Yamuna, 
pools ever-filled with water, hill slope and mountains like Himalaya, 
Mahendra, Malyavan, Vindhya and Sahya, setubandha,’ temples, other 
holy spots, sea-shore and agricultural land.” The soil is spread on the 
ground, cloth or wooden planks and is dried up in a mild-breezed place and 
cleaned well.® This should be pounded in fine nice quality by using pestle 
and mortar. The dust and other impure particles must be removed using 
winnow. 4 ; 


The technique of preparing kalka or kalpa’ (processed earth) 
includes the preparation of raw material ready hand to be mixed with the 
clay or soil. They are known as sneha (oil), kasaya (juice), ciirna (powder) 
and ausadha (herbs). The material for the kalka is prescribed almost 





| KIKA8 p.84; KLA.13.35-36a; PRA.9.5-6a; SAA.19.46-47a; VAK.18 p.86; 
YAJ.13.18a. 

* As per BCS (22.23a), ropes are fastened on the Silla as well as over the processed 
earth applied on the Sii/a in the proportion of 1:2. 

> KIK.47 p.81-82; 48 p.82-83; KLA.13.23-32a; PRA.9.14a; SAA.19.42-45, 47-48. 

4 The term setu may mean the barrage across any river orsetu (bridge) believed to 
be constructed by Rama. 

° KIK.AT p.81-82; KLA.13.1-5a; VAK.18 p.87; YAJ.19-20. 

° KJK.47 p.82-83; KLA.13.21; VAK.18 p.87; YAJ.13.20b-21. 

’ The term kalka is used for the processed earth (mrd) in KLA and VAK.' 
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uniformly by all the authors of Vaikhdnasa treatises but with slight 
differences in measurements and techniques of seasoning. 


According to Khiladhikara' of Bhrgu, all pounded herbal plants or 
fibres (osadhi), the powders of marica (pepper), haridra (turmeric), 
vidanga, yava (barley), masa (black gram), mudga (mungo bean) and 
godhima (wheat), all in equal quantity and the exudation of kapittha in 
equal quantity of above powders is mixed and the same is placed aside. The 
juice (essence) of the leaves or barks of palasa, aSvattha, khadira, apamarga 
(Achyranthis aspera), arka (Calotropis gigantea), nandydvarta, padma, 
tulasi (Ocimum sanctum) and visnuparnika (Hedysarum lagopodiodes) are 
put into a vessel. Milk, clarified butter, curds, sap of arka, essence of barks 
or sap of the four plants (asvattha, etc), flax oil (atasi-sneha) in equal 
quantity, powder of atasi, the clarified butter of kapila cow are mixed 
together. 


Bhrgu details another method in Yajfadhikara.? The juice and 


decoction of barks, fragrant bark of valuka’ and water are added to the 
earth (mrd) and the same is kept aside for a month. Afterwards, this is 
mixed with the essence of bark or sap of asvattha, udumbara, plaksa and 
nyagrodha (Ficus Bengalensis) and is set aside for a fortnight. Stone- 
powder (sild-ciirna) measuring one fourth of the total quantity of mrd 
(earth) and the essence of triphala are added and seasoned for a fortnight. 
Powder of masa, the resins of Srivestaka, guggulu, kunduru and sarjarasa 
each measuring one-sixteenth of the mrd, honey, curds, clarified butter and 
juice of bilva fruit are added to the earth-mixture and kneaded well with 
water and resin of kapittha. The dust of gold and silver are added and this 
mixture is kept for three nights. ; 


The presentation of Marici is as follows.’ The earth (mrd) added 
with fragrant bark of valuka (Cucumis utillissimus) and decoction of barks 


" KLA.13.23-32a. 

* YAJ.13.22-27a. 

? The term ‘valuka’ generally means ‘sand’. As this material is used for treatment 
of earth (mrd), it is proper to take this term for the fragrant plant generally known 
as ervdluka or ervaruka (Cucumis utillissimus). (cf. Susruta-samhita, Vol.III, app.3 
p.77). On the other hand, sand can be taken by this term, for the sand, mixed with 
any cementing material, prevents air-cracks and strengthens. 

* VAK.18 p.87. 

The processing technique detailed in BCS (23.27-40) and SCS (43.3b-13) is almost 
the same but with slight differences. The earth (rd), mixed with water, is strained 
with cloth and it is put into an earthen container and kept aside in a place with 
light breeze. When mrd comes to the condition of mud (panka), pond water and 
decoction of the barks of khadira and kakubha are added. One fourth of stone 
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of khadira and kakubha must be kept in water for a month. The decoction 
of bark of asvattha, udumbara, plaksa and nyagrodha is added and the 
same is set aside for a fortnight or month. Stone-powder (sild-ciirna) of the 
quantity of one fourth of the total quantity of mrd (earth) and the essence 
of myrobalans are added and the mixture is treated for a fortnight. The 
pounded grains of yava (barley), sara (sarsapa = mustard seed), godhiima 
(wheat) and mdsa (black gram) as well as the resins of srivestaka, guggulu, 
kunduru, kusta and sarja measuring one-sixteenth of the mrd, honey, curds, 
clarified butter, flax oil (atasi-sneha), sesame oil and juice of bilva fruit are 
added to the earth-mixture and kneaded well with water and is placed 
aside for a month. 


The processing technique of Kasyapa’ is more elaborate and 
systematic. The fresh clarified butter of red-brown cow (kapild), measuring 
three to one prastha or one kudupa’ or half prastha or half the same, must 
be cleaned and put into a brass vessel. The curds, milk and flax oil, each 
measuring a quarter more than the quantity of the clarified butter, mixed 
and strained, are put in the same vessel. The pounded grains of yava, 
sarsapa, godhiima, atasi, tilva (Symplocos racemosa) and dipti, with equal 
quantity of clarified butter, are mixed with the above. The vessel must be 
closed and laid aside for a month, a half-month or ten days. The plants 
(leaves / fibers / fruits) of narasabda, akhuparni (akhukarni = Salvinia 
cucullata), triphala, (ca)krsna, amaradaru, haritala, haridra, marica, 
vidanga and brahmi (Herpestis monniera), with quantity of three, two or 
one pala each, must be cleaned and mixed with the water measuring one 
drona, half drona or ddhaka and this is placed aside for a fortnight or half 
of a fortnight. The barks of nyagrodha, asvattha, udumbara, palasa, plaksa, 
khadira, vafijula, asana, and so on are ground separately and one fourth of 
each of them are mixed with the essence of the leaves of tulasi, apamarga, 
nandyavarta, karavira (Nerium odorum), bhipatra, bilva, adityasahvaya 
(aditya-sa-ahvaya = arka), sahadevi (Sida cordifolia), laksmi and sami 
plants and this mixture is laid aside for a half month. The sap of asvattha, 
udumbara and plaksa trees, each measuring one half of the quantity of the 
clarified butter, is put into a vessel. Pounded resins of Srivesta, sarja, 


powder and metal are added and the mixture is kept aside for a fortnight. The 
powders of yava, godhiima and masa, each measuring one-sixteenth of the total 
quantity of mrd are added. The resins of srivestaka, guggulu, kunduruska and sarja, 
each measuring one-sixteenth of the mrd, along with honey, curds, clarified butter, 
sesame oil, sap of coconut and the juice of bilva fruit, are added to the earth 
mixture and the same is kneaded well and is placed aside for a fortnight. ~ 

1 KIK.A47 p.82. 

* Quantity of three kuduba is mentioned in another reading. 
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kunduru, guggulu and kapittha, all in equal quantity, are mixed with the sap 
mixture and placed aside for ten days. 


The next step is the mixing of above material with the mrd.' The 
mrd, dried up in sunshine and finely pounded, is kneaded with river water 
(nddeya-jala) and is placed aside for a night. The excess water, if any, is 
strained. A small quantity of the varieties of auspicious earth’ is mixed 
together. This kneaded mrd is mixed with the oily saps, bark and pounded 
plants and herbs, mentioned above. The powders of turmeric (rajani) and 
three pungents (¢ri-katuka) in one-tenth portion of above mixture, one- 
twentieth part of exudation of kapittha and the aromatics like candana, 
haritala, aguru (Aquilaria agallocha), kostha, usira (Andropogon 
neuricatum), rocana, ela (Elettaria cardamomum, cardamom), lavanga 
(Caryophylius aromaticus, clove), jatiphala (Myristica Fragrans, nutmeg), 
arigana, etc., are mixed with the mrd alongwith powder (dust) of gold, 
silver and copper, in addition to the pounded bark of kapittha, cow’s milk, 
fiber of coconut and the essence of coconut and banana fruit.’ This mixed 
material, kneaded well, is kept aside for a month, a fortnight, seven or 
three days in the shade, generally to the condition of soft solid level 
suitable for application.* The entire mixture must be kneaded well. 


Then follows the next step ic. application of kalka on the sala5 
The processed earth is applied on the sila, which is already smeared with 
astabandhana or bandha-lepa and wound with the rope (rajju).©. The mrd 


' KIK.A8 p.83; KLA.13.22, 29b-32; PRA.9.1b-4; SAA.19.42b-45; VAK.18 p.87. 

* There are ten types of auspicious earth / soil which play an important role in 
rituals and in the construction of images and temples. They are from river (radi), 
hill (parvata), reservoir (nadi and tataka), paddy field (sasya-ksetra), ant-hill 
(valmika), sea (samudra), elephant’s tusk (gaja-danta), settled on rocks, horn of 
bull (vrsa-Srnga) and crab’s hole (kulira-avata) as per BCS (23.38b-39). KSS 
(86.19b-20) takes the earth from the plough (zala-agra) for that is settled on rocks. 
> As per BCS (23.33b-38a), the powders of turmeric (rajani) and three pungents 
(tri-katuka) both in one-tenth portion of earth-mixture, one-twentieth part of 
exudation of kapittha, haritdla, kunkuma, rocana, kustha, candana and agaru and 
other aromatics are mixed with the earthmixture alongwith the powder (dust) of 
gold, silver and copper, in addition to the essence of coconut and banana fruit. This 
mixed material, kneaded well, is kept aside for a month. 

* KSS (86.8b) state that the soil is considered suitable when the fingerprint make 
good impression on the same. 

> KIK.48 p.84; KLA.13.46, 49; YAJ.13.32b-34a. 

® According to SKL (21.475-478), a mixture viz. makka must be smeared on the 
rajju-bandhana and ropes are wound once again over it. The makka is mixture of 
ten auspicious soils, bee-wax, juice of triphala which is to be fermented for three 
days and it should be kneaded well with sap of coconut. i 
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(processed clay) is applied on the sila with rajjubandha proportionately 
three fourth of the total thickness.’ The kalka should be allowed to dry 
gradually and naturally. After applying the processed earth (kalka) over 
the rajjubandhana, once again the coir cords are wound over the same and 
the kalpa or kalka is applied over.” Precious stones (ratna) are deposited in 
different parts of the icon.” 


Pata-acchadana,’ mrd-lepana and Sarkara-lepa® (Kalka-lepa) 

After a period of one month or a fortnight, all the parts of the 
image must be completely wrapped with a fine and soft cotton cloth soaked 
in the resin-juice.° Kalka is lightly applied over the wrapping of cloth in 
order to fill the gap, if any.’ 


The sarkara (lime-stone® / crushed gravel) is mixed with perfumes 
(aromatics) and the processed earth and it must be applied as coating to 
the image. The Sarkara is collected from the middle of auspicious places 
like riverbank or fresh-water source and from a clean spot in holy places.’ 
It is washed, cleaned and crushed. This is kneaded with essence of triphala 
and river water and is dried up slowly. Resin and decoction (kasdya) of the 
bark of kapittha are added to the same alongwith fine cotton pieces and 


* PRA.9.6b-7; SAA.19.48. 

As per SKL (21.480-481), BCS (23. 44-45) and SCS (43.19-21), the total extent of 
the image over the rajju-bandhana is equally divided into four as four layers of 
application of processed earth. The most interior layer must be smeared with the 
earth (mrd) obtained from the jarigala (hard) land. The next layer’is with earth 
from anipa (loose) land; and the third layer must be made with the mixture of 
them (misra) or normal land (sadhdarana); and the exterior layer must be with the 
kalpa made of limest@ne and cotton fiber. As per KSS (86.25b—26), the interior 
layer must be of aniipa, the next is of misra and the third layer is of jangala. 

2 VAK.18 p.88. 

> There is a practice of placing Salagrama stones in different parts of Visnu’s 
dhruva-bera made of mrd (processed earth). 

4 KIK.49 p.85; KLA.13.58b, 64-65a; PRA.9-10a; SAA.19.50-51a; VAK.18 p.89-90; 
YAJ.13.44-47, 48-49a. 

> KIK.A9 p.84-85; KLA.13.51-52, 56b; PRA.9.8a; SAA.19.49; VAI.14 p.45; VAK.18 
p.88-89; YAJ.13, 35-38a, 43. 

® According to SCS (43.31b), the cloth must be soaked in sruva type of resin-juice. 

’ According to KSS (87.15b-16a), the kalka over the wrapped cloth must be of two 
yava thick. 

8 The term Sarkara means unburnt or raw limestone. The lime @udha) obtained by 
burning and processing the shells is not admissible for image making. 

° SKL (21.482) and KSS (87.1b-2a) states that the suska (gravel or ee must 
be obtained from the fresh water sources and cultivated land. 


94 VAIKHANASA ICONOGRAPHY 


perfumes and all of them are mixed and properly kneaded.’ This is called 
Sarkara or ghatasarkara or kalka.’ This kalka (kalpa) is applied over the 
image which stands completed with the processed earth. With a gap of a 
month to dry, the kalka is again applied on the same once or twice so that 
no gap or crack appears on the image.’ The white clay (mauktika-mrd) is 
applied over the same as ornamental finishing and as the ground for 
painting to be carried out after a period of ten, five or three days 
depending on the dryness of the image. Every limb (part) of the image 
must be created proportionately. Otherwise, the image causes many 
calamities to the yajamana (donor or sponsor). 


The mrd-bera, both in the form of citra (round) and ardhacitra 
(relief) may be constructed on the stone Sula.’ But in this case, the two 
steps i.e. rajju-bandhana and mrd-lepana, very essential for the image with 
the wooden frame, can be dispensed with. However, cloth-wrapping is 
optional. In case cloth wrapping is required, the ghatasarkara or Sarkara is 
applied over the sila of just one yava measure thick to give a clear shape to 
the image. The finishing touch-up work is to be carried on with white clay 
(mauktika-mrd). In the image without cloth-wrapping, sarkara may be 
applied or the final touch and ornamentation may be made only with 
mauktika-mrd (white earth) for the thickness of a tila. The same is painted 
when it is dried. This technique is found in South India and the Deccan of 
Rastrakita reign. This is found used in the rock-cut relief sculptures where 
the texture of the stone does not permit for fine finishing (Plate LVII-d). 


One can come across dhruva images, especially the images of 
recumbent Visnu, made of mrd in most of the ancient temples of South 
India. The Trivikrama image in Ulakalanta Perumal temple and the seated 
two-armed image of Visnu in Pandavadita temple (both at Kanchipuram) 





1 As per SKL (21.485), SCS (43.25) and KSS (87.5), the juice of the resin of 
kapittha is of three types with reference to the proportion of the water. It issruva 
in case the proportion of water and resin is 5:1; it is svacca in the proportion of 
5%:1; and it is saika in the proportion of 6:1. The viscosity of the juice is the 
distinctive factor. 

* The kalpa is considered suitable if there appear fabrication (fibres) like broken 
plantain stem, according to Sakaladhikara (21.487a) and SCS (43.27a), KSS 
(87.7a). 

> The kalpa (madhya-bandha-kalpa) to be applied for the second time is of three 
types with reference to the resin-juice. The mixture of earth is called dhruva that is 
kneaded with the resin water with the proportion of water and resin 34:1; it isalpa 
in the proportion of 44:1; and it is alpaksara in the proportion of 3:1, as per SKL 
(21.487b-488a) and SCS (43.27b-28a). KSS (87.9) also refers to the types with 
slight difference in proportions although it does not give the names. 

* KLA.11.154b, 158b-159a; SAA.19.1-15. 
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are noteworthy among the gigantic figures of Visnu made of processed 
earth (mrd). Some of them are at Tiruttankal (Plate [X-a) and 
Tirukkurunkudi (Plate X-b). 


Sila-beras (Stone Icons) 

Stone must be used for making dhruva-bera as well as kautuka- 
bera, which grants long life. Sarkard should not be applied on the stone 
images but only the white earth (mauktika-mrd) for ornamentation and 
painting’ (Plate LVIII-d). 


The stones are found of three types viz. girija (found on hill and 
mountain), bhimija (found on ground) and varija (found in water), 
depending upon the place of availability of the same. However, the 
bhiimija stone is preferred.” The stones available at crematorium and other 
prohibited places should not be used for image-making. The identification 
of the sides of the stones is very important in the creation of images and 
their parts and to place them in a proper manner,’ for the top of the stone 
must be the head side of the stone. Creating the image in reverse order 
makes the image abhicarika. As per the texts, girija stone has the top as 
its head; in bhiimija stone, the bottom is head; and varija stone has the 
head towards the direction of the source of water. 


Depending upon the characteristics, stone is divided into three 
categories viz. puman (male), stri (female) and napumsaka 
(hermaphrodite). The stone uniformly in single colour, heavy, straight from 
top to bottom and producing a majestic sound similar to that of the bell is 
considered pum-sila (male stone). Such stone is used for the images of male 
deities. The stone with broader (wider) bottom but narrow top. and sound 
of brass or bell metal is stri-sila (female stone) which must be used for the 
images of female deities and for the pedestals (pitha) of images. However, 
Marici also quotes another opinion that the images of male and female 
deities may be made of the same stone. The stone with broader top 
narrower bottom and with a low or muffled sound is considered 
napumsaka-sila (hermaphrodite), piel is fit for the roof and walls of the 
structures like gopura and mandapa. Improper usage of such stones 


| VAK.18 p.89-90; YAJ.13.48a. 

2 §AA.12.1b-2; VAK.15 p.68; VAS.3.70b; YAJ.11.1b. 

3 §AA.12.2; VAK.15 p.68. 

4 The stones selected here are in their natural availability. As such, the sides of the 
stones generally remain properly because of force of gravity on them. Such 
concept helps the sthapati / silpin (sculptor) to fix the images permanently to have 
long duration. . 

° VAS.3.71a, 75a; YAJ.11.2. 

® §4A.12.4-7a; VAK.15 p.68; VAS.3.71b-73a; YAJ.11.3Aa. ? 
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causes calamity.’ The dhruva image of Visnu made of stri-sila (female- 
stone) and napumsaka-sila becomes abhicarika’ 


The stones are once again classified into three groups viz. bald 
(child), ywvati (young) and vrddha (old).’ Soft, bending and low-sound are 
the characteristics of bala-sila which cause destruction and decay (ksaya). 
Black, rough, unpleasant appearance and absence of sound are the 
qualities of the vrddha-sila (aged) which harms all activities. Good sound 
and good colour are the qualities of yuvati-sila which is suitable for all 
images. 


The stone of soft nature, light, soundless, crooked and with knots 
and cracks should not be selected for the purpose of image.* Moreover, the 
stone must be well tested for any hole or cavity (garbha) inside which can 
be noticed while cutting and chiseling the same.> The colour or the 
markings on the stone suggest the possibility of the existence of living 
beings inside the stones. Such stones should not be used for the images.° 
They result in destruction of the kingdom, severe disease, infant death, 
trouble to cattle, fear from robbers, water, enemy and fire, destruction of 
cultivation (sasya), loss of wealth, abortion of foetus and absence of rain.’ 


Prakirnadhikara® suggests a way to find out the cavities (garbha) 
and cracks (rekha), dots (bindu) et cetera which can not be noticed 
normally. The top part of the stone must be chiseled first. The mixture of 
milk, clarified butter, red lead (sisa) and red chalk (gairika) is applied’ over 
the stone. The defects can be noticed by washing the same after one day. In 
such cases, the presence of marks and circles (cakra or mandala) on the 
stone confirm the cavity (garbha). 


Atri also suggests a way to find out the garbha and other defects of 
stone which are not easily noticeable.”. Brahmi, vajri, Suli, visnukranta and 
kuberadrk must be ground with goat-milk and the mixture should be 
applied over the stone. This enables the sculptor to know whether the 
stone has the defect of having the mandala in the form of godhda (iguana) 
and vrscika (scorpion). The kalka (paste) made of sahadevi, mamsi and 


1 VAS.3.74; YAJ.115. 

* §SAA.68.32; VAI.64 p.214. 

> PRA.7.144-146; cf. also SAA.12.3 which mentions only two categories. 
* VAS.3.75b-76. 

> VAK.15 p.68. 

® §4A.12.15a-22; VAK.15 p.68; VAS.3.75b-78a. 

7 §AA.12.23-25a. 

8 PRA.7.AT7-49. 

° §SAA.12.26b-33. 
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vatasrnga ground with cow milk applied over the stone reveals, after one 
night, the mark of karma and dardura. 


Prakirnadhikara’ prescribes four types of stones based on the 
colour and the result of the same. (i) Sveta-sila: the stone of the colour of 
cow-milk, conch, jasmine and moon is called sveta-sila. The image made of 
such stone yields the power to bring others under control. (ii) Rakta-sila 
has the red colour like jatihingulika and the flower of japa and bandhika. 
The image made of such stone is meant for victory (jaya) over others. (iii) 
Pita-sila. The image made of stone of the colour of turmeric powder or 
gold yields enormous wealth, grains and happiness. (iv) Krsna-sila: The 
image made of stone of the colour of masa (black gram), mudga (mungo 
beans), jambaphala (rose apple), bhriga (beetle) and utpala (blue lily) is 
meant for the promotion of progeny. The image of black stone is beneficial 
for all to accomplish everything. The stones sveta, rakta, pita and krsna are 
meant for four groups viz. braéhmana, ksatriya, vaisya and Ssudra 
respectively. Especially the red stone is meant for the kings to attain 
victory over the enemies whereas the sveta-sila is meant for the brahmana 
to attain moksa. Krsna-sila with colour of afijana (collyrium) is an 
alternative in case no other stone is available.’ 


Ratnaja-bera (Icons of Gem) 

The images made of ratna (gems or precious stones) are called 
ratnaja, which are of seven types.” Kautuka icon may alone be made of 
gems. The image made of ruby (manikya) results in enormous wealth. The 
image of coral (pravdla) empowers one to subjugate others. The image of 

cat’s-eye (vaidirya) endows the worshipper with the power of attraction. 

The image made of crystal (sphatika) ensures progeny. The image of 
emerald (marakata) promotes hostility (vidvesana). The image of joe 
(pusyaraga) enables the worshipper to paralyze others (stambhana’) and 
the image of sapphire (ni/a) is meant for enjoyment. The kautuka icon 
made of gems (rata) brings peace to all the worlds. 





' PRA.7.15-22. 

° KIK.98 p.188 

* PRA.7.23b-26. 

As per BCS (15.18-20), siiryakanta, candrakanta, gaura-sphatika (white crystal) 
and padmardga are meant for brahmana; sphatika, padmaraga and pravala are 
suitable for ksatriya; kuruvinda is for vaisya; saugandhika, vaidirya, nila and 
gomedaka ate for siidra; sphatika is suitable for all the four classes. 

“ Vidvesana and stambhana are some of the rites of abhicdrika type. 

> BCS (15.40-43) enumerates and details the result of the gems as candrakanta for 
happiness, saryakanta for salvation (moksa), sphatika for knowledge, sphatika and 
padmaraga for loss of demerit (papa), luster, wealth and fame, manikya and 
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Lohaja or dhatuja beras (Metal Icons) 

The metal is one of the important materials to make the images. 
They are called dhatuja or lohaja. They are of eight types with reference to 
the materials. Prakirnddhikara details the results of the metals. Three 
metals ic. gold, silver and copper are commended for the image.’ 
However, the image of copper mixed with gold is preferable.” The images 
made of different metals bring different results.? The image made of gold* 
(haima) yields all prosperity. The image made of silver’ (raupya) results in 
obtaining kingdom. The image of copper® (tdmra) is meant for the 
promotion of progeny. The image of bell-metal (kdmsya) causes enmity 
(vidvesa). In the rites of using syllables (proccarana’), the image of brass 
(arakita) is used. The image of iron (dyasa) causes heavy loss. The image 
of lead (sisa) is meant for disease-free health. The image of tin (trapus) 
reduces life span. Visnu’s image should not be made with mixed material, 
excepting the gold. Atri observes that the image made of iron, tin, brass, 
lead and bell metal results in abhicdrika.® Relief image (ardhacitra) should 
not be made of metal,’ for such image becomes abhicarika. 


kuruvinda for prosperity, pravala for victory, puspardga for wealth and fame, 
mahanila for great enjoyment, marakata for progeny, nila for pleasure, saugandhi 
for prosperity, vaidirya for long life and gomeda for the promotion of cattle 
wealth. 

‘ YAJ.5.13a. 

* SAA.19.65a. 

> PRA.7.27-28. 

* BCS (15.16b-17) mentions four types of gold (camikara) and theit purpose. 
Jatariipa (yellowish gold), hdtaka (reddish gold), suvarna (whitish gold) and 
kanaka (dark gold) are beneficial to the people of brahmana, ksatriya, vaiSya and 
Sudra respectively. 

° As per BCS (15.15b,17b), four types of silver viz. rupya (whitish silver), rajata 
(yellowish silver), tamra (reddish silver) and sukla (dark or black silver) are meant 
in order for the four classes 1.e. brahmana, ksatriya, vaisya and sudra. 

° Four types of copper are mentioned in BCS (15.14-15a) viz. sulba (yellowish 
copper), tamraka (reddish copper), audumbara (whitish copper) and Sabara (dark 
copper) which are beneficial for the brahmana, ksatriya, vaisya and Sidra 
correspondingly. 

’ Proccarana is one of the abhicarika rites. The syllables or the mantras are spelled 
against the enemies. 

8 $AA.24.10, 68.1. 

As per BCS (15.44 45a), the image made of gold causes prosperity, victory, health 
and knowledge; the image made of silver results in nourishment of body and 
promotion of all sorts of prosperity; and the image made of capper is beneficial for 
all the creatures (living beings). 

* KRA.20.166a; SAA.19.64b; 67.26b. 
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All the images may be made of metal especially of gold, silver and 
copper; the kautuka icon made of gold causes nourishment, prosperity and 
happiness; the silver image enables to get fame; and the copper image gives 
all sorts of prosperity.’ 


The metal images must be made through a process called 
madhiicchista-kriya.” The bee-wax is melted and in its soft condition, the 
wax model of the image in full is created with appropriate measurements 
(Plate LVII-a). The wax-model is covered with clay and is wound or bound 
with iron (steel) bands and once again the clay is applied over and is let dry 
gradually. Later, the wax is taken out by heating. The molten metal is 
poured into the hollow and is let to cool in natural conditions. The clay 
covering is broken gently and the image is given a fine finish (Plate LVII- 
b). In case the molding is found defective, the entire process is once again 
repeated. Some of the early metal icons of the Pallava period are hosed 
also in Madras Museum (Plate LVII-c, LVII-d). 


Varna-samskara (Colouring) 

The colouring (painting) serves the purpose of skin to the dhruva 
images made of stone, mrd and wood.’ The painted images of the 
subordinate deities are of superior grade. The dhruva image without 
colour leads to destruction.” The colouring material mixed with gold 
endows the image with energy.° In case of loss of colour of the dhruva and 
kautuka stone image, the lord Hari (Visnu) gets angry, so repainting must 
be carried on, thus states Atri.’ The dhruva-bera should not have artificial 
colours as it becomes abhicarika. In such it should be washed with juice of 
kapittha.® Especially Garuda’s image with disordered or mixed (sankirna) 
colours requires a special expiatory ritual.” Of the painted icons of Visnu, a 
noteworthy is on the wall of Kailasanatha temple at Kanchipuram (Plate 
LVIII-a). 


The painted images have some modified rituals to prevent the loss 
of colour. The water is not directly poured on the image during the bathing 
(abhiseka) ritual occurring during the consecration ceremony as well as 


1 §AA.25.23. 

2 PRA.9.14b, 53-56; SAA.19.61-64a; YAJ.18.14b-21. 
3 §4A.19.8b—9a; 21.11b-12a. 

4 PRA.7.2a. 

> §AA.19.18b. 

° VAK.18 p.91. 

7 §AA.67.40. 

8 Tbid., 67.35. 

° KRA.26.3a. 
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daily bathing (nitya-abhiseka). The water is only slightly sprinkled on the 
image. 


Jirnoddharana | Navikarana (Renovation and Conservation) 

The Vaikhdnasa treatises, like other Pdficaratra and Ssilpa works, 
pay attention to the method of preservation and conservation of the icons 
created with a large quantity of material and man-power. Generally, most 
of the authors of Indian literature like dharma-sastra, Silpa-sastra, niti- 
Sastra, etc., prescribe what is to be done but they hardly divulge the reason 
for the same. Probably, they were concerned with only the activity and not 
revealing the reasons. On the other hand, they could have thought that 
providing reasons might sometimes divert the people who might find 
alternative solutions on their own but not adhering to the rules laid by the 
predecessors. 


In all the treatises, a separate section is allotted for Jirnoddharana 
(renovation and conservation). In addition, the sections on Prayascitta 
(expiatory) rituals are very important wherein the authors directly or 
indirectly reveal a number of ways of renovation. The prescriptions lead to 
find out the possible factors of the deterioration of the icons placed in the 
temple. The materialwise systematic analysis is very interesting and it 
reveals how they are very particular in observation of environment and 
nature. 


All the four viz. temple (alaya), tower (gopura), icon (pratima) and 
pedestal (pitha) are the physical representation (body) of God.2 Any 
problem in any of them is considered to be a flaw and this necessitates the 
jirna-uddharana (renovation). The Vaikhanasa schools, therefore, insist 
upon the quality of the material used for both the icons and structures. 
Like other silpa works, the authors are very careful while creating the icons 
to ensure durability of the same which is subject to corrosion or 
deterioration due to the changing climate (environment) as well as insects 
and pests. These problems are faced by the temples even currently. — 


The renovation of the icon does not merely confine to the icon but 
also other aspects such as structure (temple), pedestal and the floor level. 
Renovation of the structure is prescribed before the icons are renovated. 
The condition of the structure is one of the main causes for the 
deterioration or weathering of the images. 


The problems with the structure are: jutting of bricks (istaka-ksepa 
/ istakd-viparydsa), damage of brick and stone of the wall, cracking of 





1 SAA.43.45. 
2 KRA.20.140. 
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plaster layer (sudhd-sphota), seepage of water (jala-samsrava), rise of 
mushrooms (kavaka-udbhava), blockage of water of bath (abhiseka-ambu- 
sankata), damage of roof (prastara), damage of door and door-frame 
(kavata-dvara), formation and attack of honeycomb of wild-bee (maha- 
maksika) and anthill and lowering of the level of the ground (sthala- 
vibhrama).' 


Seepage or leakage of water is one of the main factors in most of 
ancient palaces and temples, for this causes growth of all organisms and 
micro-organisms on the wall and which slowly but steadily spreads on the 
icons. Besides, they give way for the growth of plants which in turn develop 
well and push the bricks. Mushrooms, fungi and algae/cockroach 
(mentioned in the texts as raktastri and raktasithili) are the posing 
problems even in the museums. It is well observed, “The seepage of water 
provides suitable and favourable conditions for the growth and 
development of lichens, algae and fungi. The outer layers of many images 
have been ruined and only remnants can be seen. Inside the caves a large 
number of fungi and algal spores have been observed. These airborne 
biocomponents get deposited on the surface and grow fast. The rock 
crevices also provide thorough space for the roots of plants, which in turn 
affect the carvings and other structures. oe 


Another important problem is the lowering of the floor of the 
garbha-grha. The fixation of the addhara-pitha or pitha of the icon, which 
supports and balances the load of the dhruva-bera, is the significant activity 
in the temple construction. In case the pitha is not set properly, the icon is 
subjected to damage; it may as well shake. When the floor level of the 
garbha-grha goes down, naturally the pitha also moves. As such, this 
becomes a major factor of the deterioration of the icon by way of cracks, 
breakage and collapse. 


Therefore, the silpa-sdstra and the Vaikhdnasa treatises emphasize 
the repair and renovation of the structures as the primary work, for they 
are aware of the fact that the mere renovation of the icons is in vain. 


The Vaikhdnasa treatises are very particular about the entry of the 
creatures especially the omnivores, for the authors must have experienced 
the problems created by them causing damage to the icons. The creatures 
included are mouse (miisaka), dog (Sva), cock (kukkuta), snake (sarpa), 
chameleon (krkalasa), frog (mandiika), cat (marjara) and mongoose 
(nakula), pigs (varaha), wild-boar (siikara), jackal (Srgdla) and 


' KLA.34.23-24; 34.68b-69a; 38.34. 
2 Ashok K. Jain, Biodeterioration of Rock Cut Images at Gwalior Fort, Studies in 
Biodeterioration of Materials I’ p.59. iE 
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mahamaksika (honey-bees).' Especially their contact and urination and 
dropping of excreta on the icons are the main matters concerned. As such, 
the icon as well as the place should be cleaned well immediately.” In fact, 
the urine and excreta of these creatures are highly acidic; besides, they 
provide most suitable medium for the growth of many micro-organisms 
like fungi. The entry of fire-fly (khadyota) and the birds also cause damage 
to the icons. The pitchers and earth (mrd) polluted by these creatures 
should not be used for the icons.* The doors and door-frames afflicted by 
the insects (probably termites and borers) should be removed at the time 
of renovation." 


In addition, it appears, the blood of creatures in the sanctum also is 
one of the risk factors. Therefore, the Vaikhdnasa tradition advises not to 
beat and kill dog (sva) or cock (kukkuta) causing bloodshed in the 
sanctum. In case this happens, the entire area must be cleaned.’ The snake 
is one of the important creatures causing some problems. On its entry, 
contact with the icons and its death, the icons and the premises must be 
washed well.° Probably, the authors must have experienced the fact that 
the deadbody of the snake decomposes faster and attracts other organisms 
like worms and insects subsisting on dead animals. 


The Vaikhdnasa works classify the parts of the icon viz. anga, 
mahanga, pratyanga and updarga based on the essential functions as in the 
human body. This classification is used by the authors to decide the 
eligibility of the weathered icon with reference to the material used for the 
same, for the tradition prohibits disposal of repairable or conservable 
icons. 


Pada (leg), hasta (hands) and bahu (arms/shoulders) are arigas; 
udara (belly), vaksas (chest), kantha (neck) and Siras (head) are mahdngas; 
anguli (finger), karna (ear), nasa (nose), etc., are pratyangas; and ambara 
(garment), abharana (ornaments), dyudha (weapons), sirascakra (wheel of 
the head), pitha (pedestal) and prabhamandala (decorative halo) are 
upangas, according to Marici. The parts of the body viz. netra, nasa, ostha, 
talu, karna and anguli are angas, kantha, udara, siras, vaksas, bahu, 
prakostha, uru, pani, kati and jangha are mahangas; makuta, bhisana, 
ambara, sankha, cakra, sirascakra, padapadma, a@yudhas, pitha, prabha, 





' KLA.34.85b; KRA.27.5; VAK.69 p.431. 

2 VAK.69 p.428. 

> KRA.20.60. 

“ VAK.64 p.397. 

> [bid., 69 p.431. 

° KRA.27.37; VAK.69 p.431; 70 p.434-435. 
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chatra, kriddyasti and vamSa are pratyangas; and kesa, roma and nakha are 
upangas, according to Bhrgu.* 


In metal icons, the damage or deterioration takes place on account 
of two main reasons, in addition to the general causes for all icons like 
humidity: 


1. The icon (utsava-bera) happens to fall from the palanquin or 
any other vehicle at the time of procession on the street (vithi- 
bhramana).’ This causes direct damage to the parts of the icons. 


2. The rain combined with wind or breeze polluted with grass and 
dust settles on the icon at the time of procession. Therefore, the 
procession is prohibited during the windy season and rain combined 
with thunder and lightning.’ 


In both the cases, the icon, after certain expiatory rituals, is 
completely bathed (washed) before the same is installed once again in the 
garba-grha. In fact, the dust in the air corrodes almost every object on 
account of its being subject to chemical reactions. In addition, the micro- 
organisms carried through the utsava-bera to the garbha-grha cause 
damage to other icons especially the dhruva-bera. This can be one of the 
main reasons that the utsava-bera is not brought inside the garbha-grha 
everyday during the Mahotsava celebrated for ten days. When the deity is 
carried to other village for Mrgaya-utsava, Vanabhojana-utsava, etc., the 
icon is bathed on return but before it is placed in the garbha-grha. 


There are two types of damages to the metal icon — a) the pitha 
shakes or it comes apart from the icon, and b) any part of the icon gets 
broken or mutilated. 


The metal icon is made in two parts i.e. the pitha and the body of 
the image from kirita to the metal plate (phalaka) below the feet. These 
two different parts are cast separately by the process called madhiicchista- 
kriya. The lower most part of the main image (phalaka attached to the feet 
of the icon) inserted into the socket (on top) of the pedestal after 
depositing the precious gems (ratna) into it. The rim of the pedestal is 
hammered and folded inside which grips strongly the phalaka of the main 
image and the pedestal is adjusted so as to appear one piece. The 
materials such as milk, curds and honey used for bathing ceremony, if not 
properly cleaned, settle down on the pedestal and, on account of chemical 


" KRA.23.81-84. 

* KLA.37.21b; KRA.26.119a; 26.124. 

> VAK.68 p.425. 

‘ This fixing technique is called jatibandhana. 
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reactions, they make way for the deterioration. In any case, if the image 
happens to fall on the ground and the pedestal (pitha) rim becomes 
weaker, the icon comes out of the pedestal. Atri advises cleaning of the 
metal icon with sour (dmla) material probably the tamarind.’ 


In such case, after performing the bdldlaya rituals, the precious 
stones are to be deposited inside the socket of the pitha and the image 
should be fixed.? In case the pratyarigas and updrgas are corroded or 
damaged, Kkirita, ornaments, cakra, sankha, siraScakra are broken or 
corroded or damaged, these parts can be joined.’ The dyudhas of the stone 
icon can be replaced with the same made of metals.’ Bhrgu in 
Kriyadhikara refers to some other authorities who recommend the avigas 
can be joined if damaged.” However, in Khiladhikara, he advises to 
dispose the weathered icon.© In damage of mahdrga, repair is not 
permitted. In such case, the icon should be melted and a new one should be 
made.’ In case cracks and holes are noticed, they should be repaired.* The 
nose, ears and fingers of the copper image can be repaired.’ In case of 
damage of the parts of the icons made of gold and silver, the image must be 
repaired with the same material.” However, the metal icons without 
proportionate limbs or with defective limbs must be considered as just 
metal and the icon must be made again." 


The treatises are very particular about the mrd-beras right from the 
time of construction. The material, process and procedure ensure the 
durability of the icon. The sequence of the procedure of image construction 
includes siila-sthapana, lepa-karma, rajju-bandhana, mrd-lepana, pata- 
acchadana and varna-samskara; and the proportion of the material and 
thickness of the layers are also very important, for otherwise the image gets 
damaged. Otherwise, the icon itself may not be durable.” Moreover, the 


1 Tn most of the temples, the priests use lemon juice, sometimes also a little salt, to 
cleanse the metal icons but without realizing the consequences. The priests find 
this easy way for their work. 

* KLA.37.23b. 

3 Tbid., 37.25b-26a; 39.14b; KRA.23.88b-89. 

“ KRA.23.90a. 

° [bid., 23.90b. 

° KLA.37.26b. 

7 [bid., 39.15-16; KRA.23.97-98. 

° KRA.23.93a. 

* Ibid., 23.95. 

'0 Tbid., 23.91. 

"! KJK.57 p.100. 

® KRA.20.173-194a; VAK.64 p.398. 7 
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relief sculpture (ardhacitra) is prohibited,’ for it is not strong and probably 
its properties may change with reference to the wall against which it is 
made. The image made of sudha (lime = burnt lime) and brick are 
prohibited,’ for they are subject to moisture and probably the property or 
durability of the cementing or binding material is lost on account of the 
chemical power of the lime. 


The Vaikhanasa authors advise to select the material of the icon 
according to the location where the environment and natural conditions 
are main factors for the durability of the icon and the structure. For 
instance, in the region abundant with grass (indicating more water), the 
icon should be made of only stone,’ for the images made of other material 
are subject to deterioration. Similarly, the structures (more than thirty-two 
in Vaikhanasa works) are not suitable for all the places. The dimensions of 
the icons must correspond with those of the structure.* 


There are some material factors: the sila should not be made of 
different woods or hermaphrodite trees; the astabandha or bandhalepa 
and kalka must be prepared in proper processing manner;° the prohibited 
materials such as garlic, hingu-taila' and lime should not be mixed with the 
mrd meant for the construction of the icon; the four materials viz. curna, 
kasaya, osadhi and sneha must be mixed in prescribed proportions;® and, 
pakva-mrd (burnt clay) is not mixed with; absence of rajju-bandha over 
Sula as per prescription is another cause for the deterioration of the icon.’ 


In stone icons, in case the loss is only of one or two yavas, the 
particular parts of the icon may be shown in the form line (rekha).'” The 
repairable stone icon should be buried in the ground and is to be taken and 
repaired with all the rituals of the new stone.'' Bhrgu refers to some 
authorities who hold that the stone icons may be repaired by skilful 
sculptors.” 





' VAK.64 p.398. 

? KRA.20.194; VAK.64 p.399. 
> VAK.16 p.75. 

* [bid., 64 p.398. 

> Tbid., 64 p.399. 

° KRA.20.163b. 

7 VAK.64 p.399. 

8 KRA.20.162-163a; VAK.64 p.397. 
° VAK.64 p.399. 

0 KRA.23.96b. 

" KLA.34.88-89. 

” Tbid., 39.22a. 
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The authors of Vaikhanasa tradition as well as silpa-Sastras insist 
upon the aforesaid rules. Otherwise, icon is subject to deterioration. 
Moreover, before processing the mrd, the containers are fumigated (vasita, 
dhipita, etc) in order to avoid growth of any organism. In spite of all these 
efforts, the climatic conditions — moisture, humidity, and so on — have their 
role in corrosion of the icons." 


The treatises are very particular about the cleaning and preventive 
measures that are to be taken whenever rats, snakes, bats and other living 
beings are found in the sanctum sanctorum. Their highly acidic excreta and 
hair in the sanctum pollute the icons and spoil them.’ The authors are very 
particular about one creature ‘raktasithil’ which can probably be the 
cockroach which even in current days is the main cause of the damage of 
the icons in the temples.” 


The mrd-bera must be renovated or replaced with a new one when 
the signs appear such as sveda (sweat), rudhira-srava (blood), pulaka 
(erection of the hairs), jvalana (burning), calana (staggering), ksepa 
(stretching), anata (bowing), varna-sphutita (cracks in the paint), jalpana 
(whispering), hasana (laughing), valmika (anthills), trna (grass), kavaka 
(mushrooms), krrmi (insects), kita (worms) and mahamaksika (wild honey- 
bees).* These signs generally believed to be taking place on account of the 
three types of supernatural reasons. However, from the point of scientific 
approach, one will be astonished to know that the authors of the. silpa- 
sastra had analyzed and anticipated the possible problems in spite of 
perfect care while constructing the material. 


The entire aforesaid defects take place when the. ritualistic 
injunctions are neglected, for these are on account of the physical, 
biological and bio-chemical reactions caused by the humans and other 
living organisms. 


Amongst the aforesaid signs, sveda and rudhira-srava are probably 
the perspiration and leakage of the resins and other materials used in the 


' The factors of the deterioration of the rock-cut image and the monuments are 
detailed in Studies in Biodeterioration of Materials 1, edited by O.P. Agrawal and 
others. 

? Rakesh Biwania, ‘Bird Menace in Monuments’, Studies in Biodeterioration of 
Materials 1, p.69-74. 

3 The excreta and resin-like fluids of the cockroaches have already damaged a 
number of icons of both dhruva and metals in the temples. This is one of the mast 
serious problems in the present temples. The pijja materials and oil / clarified 
butter (used for the lamps) attract the cockroaches. However, the rats do not 
damage the icons but only clothes and other materials. 

“ VAK.70 p.432-433, 
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mrd which, due to high humidity and temperature in the sanctum 
sanctorum, get melted or moist; calana, ksepa and anata are different types 
of expansion and contraction of the material used in construction of the 
icon; varna-sphutita is the crack of colours due to climatic changes as well 
as the colouring and binding materials; jalpana and hasana may be the 
noise/sound produced by insects (like cricket, wasps) dwelling in the holes 
on the icons; valmika (anthill), trna (grass) and kavaka (mushroom) 
indicate that the icon is subject to heavy moisture suitable for the growth of 
the living creatures and fungus. Any of these signs indicates the bad 
condition of the icon. 


At the time of renovation, the mrd-bera (icon made of processed 
earth) must be thoroughly examined upto the sua (interior core or frame 
made of wood).' If the icon has the core of stone (Sild-siila) with mrd 
plaster, it must be checked upto the stone.” As the icon is constructed layer 
by layer, the defective part alone can be replaced or renovated. In the 
problem above the cloth-wrap, the entire cloth (pata) must be replaced 
with a new one. In case the defect is found above the sila (below the layer 
of kalka), the icon should be checked upto sila and other layers may be 
applied. If sula is damaged or worn out, the entire icon should be thrown 
into water and a new one should be created and consecrated in the temple.’ 
In case the sila has eornoded for two to six yavas, this can be adjusted with 
copper (rods or plates). The deficit of Sala upto one angula can be 
adjusted with gold, silver or copper (plates or rods).” 


The icon receives enormous amount of power by the consecration 
and therefore, is beneficent to all; at the same time, it becomes very 
dangerous if it is not renovated or disposed of in proper manner by way of 
rituals. However, to retain the power invested in the icon and to have the 
continuous presence of God, the power should be transferred to another 
model icon (bdla-bimba) which serves the purpose of both as model and 
temporary abode of the Supreme One invoked in it. 


The treatises are very particular that the renovation should not take 
place before a bdla-bimba (for icons) and bala-dlaya (model structure for 
the temple) are prepared, for the architect and the sculptor should not 
create the icon or temple on his own but following the same dimensions. 
This is for practical reasons so that they remain authentic. However, the 





1 VAK.72 p.451. 

* [bid., 72 p.451. 

3 KRA.23.40b-44. 
4 VAK.64 p.398. 

> KRA.20.156-157. 
6 Thid., 23.68b. 
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deity in the bala-dlaya and bala-bimba does not remain in them for more 
than a year. 


The weathered icon should be abandoned after due rituals. 
Practically speaking, the icon should not be thrown anywhere, for it may 
create some problems in the society. The wooden and stone icons, if there 
is no splinters on account of falling down and cracks, should be buried in 
the ground and should be taken out in the manner the stone and wood are 
collected, and, after certain rituals, the icon is installed and consecrated." 
The weathered mrd-bera and stone icon should be covered with the ropes 
made of hairs of cow’s tail, kusa grass, wool and cotton, and should be 
taken to sea or any reservoir which does not dry up and they are thrown in 
the deep area of the water sources.’ The deteriorated wooden icons must 
be burnt and mixed in the water-sources like sea and river; and the priest 
and others should have bath in the water and return. 


The deity may be worshipped in the form of adbhasa (painting) on 
the wall or cloth, duly consecrated in the garbha-grha; however, this type is 
of adhama grade. In case the image is damaged, the power vested in it is 
transferred to Sirya-mandala. The image is renovated and once again 
consecrated.’ 


The icons must be smeared with natural colours. Even the final 
finishing touch up work of the icon is carried with white earth (mauktika- 
mrd) but not the burnt lime, for practically speaking, the chemical 
properties of the lime react on the materials used in the icon both for 
construction and colouring. Turmeric is not prescribed for the painting. In 
case any artificial colours (krtrima-varna) are used, the icon should be 
completely washed with resin-juices and the colours should be removed 
and let dry before it is painted with natural colours.’ The resins of the 
plants (mainly kapittha) used as the binding material for colouring alone 
must be used to clean the colours of the icons also when the icon is 
renovated. It is to be noted that this binding material is reversible® and this 
does not spoil the icons except the spot of recolouring. In case the icon has 
lost only the colour or if the colouring layer cracks, the power of the deity 
is temporarily transferred to any pitcher or kautuka-bera. After the 





' KJK.107 p.199. 

? [bid., 107 p.198-199; VAK.73 p.452. 

3 VAK.73 p.454, 

“ KRA.20.176b-177a, 178b; VAK.64 p.399. 

5 In the modern conservation, the chemicalmixture of Taluin and Paraloid-B is 
used for both cleaning and conservation. However, this chemical combination, 
though reversible, spoils the icon by carelessness. Synthetic colours are not used 
but water-soluble colours may be used. t 
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colouring, the icon is reconsecrated.’ In case the colour is lost or faded and 
the cracks are noticed either on colour (varna) or base colour (anuvarna), 
the colours can be applied once again.” 


The repairable (sandhana-yogy a) icons should not be abandoned, 
for it is sinful and destroys everything.’ Similarly, the suitable (flawless) 
icon should not be replaced with new one. ‘ 


There are a number of ritualistic injunctions depending on the 
material of the icons. Water is not poured on the icon in the form of abhasa 
and painted image even at the time of abhiseka (bathing ceremony).” 
Similarly, when the icon is smeared with oil (taila), the water should not be 
poured on the same before the oil is completely cleaned and wiped off.° 
This type known as dsura-sndna is prohibited as a preventive measure. 
Such types of injunctions help to preserve and conserve icons of modern 
and ancient time, the unique cultural properties of the Indian sub- 
continent. 


1 VAK.72 p.451. 

2 KRA.23.39b-40a. 
3 VAK.72 p.449. 

“ KRA.23.100. 

> §A4A.43.45, 

® KRA.25.75b-77a. 


CHAPTER V 
FORMS OF VISNU 


Section — A: Dhruva-beras 
(Principal Icons of Visnu) 


The icon of the Lord made of wood, mortar, stucco, metal or stone 
and permanently established in the sanctum sanctorum is generally called 
dhruva-bera or the Principal icon. The dhruva icon indicates the stability 
of the Supreme One invoked in it. It represents the eternal and indivisible 
nature of the Supreme. It symbolizes the Supreme who is omnipresent, 
omnipotent and omniscient. It is the nucleus of the temple which is the 
central point of the entire human settlements around. 


The term dhruva may mean any icon permanently set up in the 
sanctum. However, as per the Vaikhanasa treatises, the term especially 
means the icon of Visnu found in four types i.e. yoga, bhoga, vira and 
abhicarika aspects and all of them in three stances i.e. sthanaka (standing), 
dsina (seated) and Sayana (recumbent). 


One can find in the Vaikhanasa treatises how the dhruva icons play 
an essential role in rituals. The materials used for making of dhruva icon 
have necessitated the development of the functional icons viz. kautuka, 
utsava, snapana and bali for ritualistic purposes and have paved way for the 
promotion of the techniques of iconography. 


The dhruva-bera is the permanent abode of the Supreme One in 
this world in order to please the worshipper and to receive whatever the 
latter offers.! Hence, the dhruva icon should be stationary. At the time of 
consecration of the functional icons viz. kKautuka-bera, utsava-bera, bali- 
bera and tirtha-bera, the power (Sakti) is first deposited in the dhruva-bera. 
In the analogy of lighting a lamp from another, the functional icons receive 
energy from the dhruva icon.” Before the commencement of the daily 
rituals, the energy is transferred from the dhruva-bera to the functional 
icons and, at the end of the day, it is once again returned to the dhruva 
icon. 


* PRA.12.104b. 

2 KJK.68 p.120-121; KLA.17.321; PRA.12.106-107a; SAA.19.32-33; 35.43-44a; 
VAI.36 p.124, 127; VAK.16 p.77; 41 p.278, 283; VAS.15.8; YAJ.5.29b-30a; 29.60b- 
61; 31.6b; 31.18-19. The same view is found also in another reading of 
Kriyadhikara, p.484. 

3 PRA.18.272b; SAA.43.54-55; VAI.43 p.152; YAJ.45.28-29a. 
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The dhruva icon is the source of power for all icons. Everyday in 
the morning before the commencement of the daily rituals, the deity 
present in the dhruva icon is invoked into other functional icons at the time 
of particular rituals. For instance, the power is instilled in the bali-bera for 
offering bali to other divine beings in the temple precinct and in the 
snapana-bera for the daily bathing ceremony. At the end of the daily 
rituals, once again the power is transferred back to the dhruva icons.’ This 
proves that the dhruva icon is the repository of the entire power of the 
Supreme Being invoked in the temple. 


During the procession, if the utsava icon happens to fall down from 
the vehicle (vahana, palanquin, chariot, and so forth) and any part of such 
icon gets mutilated in such incident, the energy present in such icon should 
be transferred to the dhruva icon and some expiatory (prayascitta) rituals 
are performed before it is again consecrated, duly repaired’ or replaced 
with a new one. In case the utsava (festival) is to continue, the energy is 
transferred temporarily from dhruva icon to either kautuka, snapana or 
bali icons, but once again returned to the dhruva icon at the end of the 
festival. In order to sustain the Supreme One in the dhruva icon, the 
renovation is considered very essential, whenever necessary. The Supreme 
Being instilled in the dhruva icon, can no longer exist in the same if the 
icon is damaged or it loses any of its features. 


Kautuka icon is the representation of Visnu’s sakala and, sthula 
form, which is the cause of all. The kautuka icon is a substitute for the 
dhruva, which is the representation of Visnu, who is nitya (eternal), suksma 
(subtle) and aksara (imperishable).’ At the time of the renovation of the 
dhruva-bera, its energy is transferred to kautuka icon and returned to the 
same after the repair. If the dhruva-bera is in the form of abhasa (portrait), 
kautuka icon is used for all ceremonies. From the dhruva-bera, the energy 
is invoked into the kautuka before the commencement of rituals and 
returned to dhruva-bera afterwards.’ When the kautuka icon is taken away 
or broken by the enemies, a kurca’ made of gold is kept in its place. The 
power is instilled in the Adirca from the dhruva icon or the sun. At the time 


1 PRA.12.104b-107a; VAI.36 p.124, p.127; VAK.41 p.283. 

? VAK.68 p.424. 

3 SAA.36.3, Sb-6a. 

“ VAK.15 p.71. 

> A number of darbha or kusa grass, generally seven or its multiplication, is tied 
together with the knot on the topside and this is called kirca. This is essential for 
every temple and domestic rituals. There are also strict rules as to how thiskirca is 
to be placed in pitcher (kumbha or kalasa) or in sthandila (squire diagrams). 
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of installation of the new kautuka icon, the power vested in the kirca is 
returned to the dhruva icon and from it to the new one.! 


The power invested in the dhruva icons is equated to that of the sun 
and fire, the eternal and essential supports for the sustenance of the world. 
The dhruva-bera is concrete substitute and easily accessible form of Agni 
and Sirya who are the two different forms of fire.2  Visnu is to be 
meditated upon and to be realised in the Sarya-mandala’ where He is 
present with the form measuring four angulas, with resplendent golden 
complexion and adorned with pitambara, kirita and other ornaments. He as 
such is to be invoked from the Sarya-mandala into the icons.’ In case the 
dhruva-bera existing in the form of abhdsa (portrait or painting) on the 
cloth or wall is damaged, the energy already instilled in it must be carried 
to the sun. After the renovation, once again the energy is acquired from 
the sun.” Similarly, in case of breakage of the icon, the power of the 
Supreme One invoked in it reaches its own state in the analogy of ghata- 
akasa (space in the pot) becomes general space (4kaSa) in damage of the 
pot. 


The dhruva icon is substitute and depository of Agni. At the time 
of consecration, after the purnahuti oblation, the Acarya (officiating priest) 
with some aksata’ (unbroken rice) in his hand, addresses the deity Agni 
invoked in the homa-kunda and requests him to be present in the main 
kumbha (pitcher) and deposits the aksata in the kumbha. The kumbha is 
then taken inside the sanctum sanctorum where the water is sprinkled 
(proksana) around the icon with the help of karca and then Agni is 
deposited in the dhruva icon alongwith the energy of the Supreme Soul. 
Nitya-agnisandhana* must be performed without break in which the Agni 
should be protected; if there is no possibility of protecting the fire in the 
agni-kunda, the deity Agni is requested to be present in the samidh (fire- 
wood) and worshipped; in case even this is not possible, Agni must be 
invoked in performer’s own soul; the last option is to invoke Agni into the 





' VAK.64 p.400. 

* Taittiriya Upanisad (1.3.2): ‘Agnih pirvariipam, Gditya uttarariipam’. 

> Sandhyavandanavidhi: 

Dhyeyassadaé _savitrmandalamadhyavartti ndaradyanah — sarasijasanasannivistah./ 
Keyttravan makarakundalavan kiriti hari hiranmayavapuh dhrtasankhacakrah //. 

* KRA.12.12b, 29b; SAA.31.67b-69a; VAK.65 p.400; VAS.16.8. 

> KIK.64 p.111; SAA.32.67b-69a; VAK.73 p.454. 

° KRA.27.31-32a. 

7 Ibid., 8.57-59. Aksata means unbroken rice grains smeared with turmeric power. 
This is used as substitute for many objects during the rituals. 

8 Tbid., 9.174-178a. 
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dhruva-bera when the worshipper finds earlier options very difficult, for 
Agni should not be abandoned by which one incurs the sin of killing an 
embryo. During the festival times, a partial energy is conveyed from 
dhruva-bera to the water in the pitcher, which is later transferred to the fire 
in the homa-kunda and vice-versa. Hence, at the time of consecration, the 
Supreme Soul is invoked into the homa-kunda and kalasa and later to the 
dhruva icon. Thus, the dhruva icon functions as repository of Agni. 


At the time of consecration of the vimana (superstructure), the 
power of the vimdna is obtained from the dhruva-bera, for dhruva-bera is 
the perceptible form of the Supreme One and the vimdna is indeed His 
abode Vaikuntha itself. Moreover, the vimana is the abode of all deities as 
the Supreme One is abode of all.? 


Influence of dhruva-bera 
The dhruva icon of Visnu in the main sanctum (garbha-grha) plays 
an important role in deciding the thrcc important features viz. posture, 
material and measurements, of other icons installed in the temple premises. 


The posture of dhruva icon influences the postures of other 
functional and sub-ordinate deities. The posture of the kautuka icon 
always resembles that of the dhruva icon. The kautuka icon should be in 
standing posture if the dhruva-bera is sthanaka (standing); it is in seated or 
standing posture if the dhruva icon is sthanaka (standing), asina (seated) or 
Sayana (recumbent); kautuka-bera should not be in reclining stance.” The 
same rule is applicable to utsava icons also. If the main sanctum sanctorum 
has dhruvarca-bera, the icons of other divinities in the sub-shrines (asraya- 
alaya or parivara-alaya) also must be of dhruvarca type.’ In case the icon 
of Visnu in the main sanctum is in yoga aspect, the other icons must be in 
yoga aspect; the other icons may be in bhoga or yoga aspect but never in 
viraha-marga in case the icon in the main shrine is in bhoga- marga.’ 
However, Marici insists that any one of these aspects (yoga, bhoga, etc.) 
must alone be followed in the temple uniformly.” 


Among the divinities invoked around the kautuka-pitha at the time 
of puja, the minor forms of Visnu like Subhadra should be in standing 
posture even if the dhruva icon is sthanaka figure. The icons of Narasimha, 
Varaha and Hayatmaka should be in standing stance if the dhruva is 
sthanaka and the same may be in seated posture if dhruva icon remains 


' VAK.39.270. 

2 KRA.3.21a; 21.13-15a; SAA.24.22b-25a; VAK.22 p.149. 
3 KRA.5.91b; 17.36b. 

4 Tbid., 17.45b—46a. 

> VAI.40.139. 
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seated or recumbent. The icons of Aniruddha, Purusa, Satya and Acyuta 
are always in seated posture irrespective of the posture of the dhruva icon 
in the main sanctum sanctorum.' 


The icons of the subordinate deities are depicted in standing 
posture if the main dhruva icon is sthanaka; they may be depicted either 
standing or seated if the latter is in any posture but not in standing. The 
icons of Visvaksena, Vighnesa, Rohini-gana, Sarasvati, Matr-gana and 
Jyestha must always be in seated posture.’ 


The material, which the dhruva icon is made of, influences the 
other icons existing in the temple premises.’ The material used for the 
dhruva icon must be used for other icons as well including that of Sridevi 
and Bhidevi. If the dhruva icon is Sila (mortar and stucco), the other 
icons also must be Sila. Stone or Sila is applicable in case the main dhruva 
icon is made of stonc. Stone or metal (copper) may be used for other icons 
if the main dhruva icon is of metal (copper). Marici refers to some 
authorities holding the view that the icons of the sub-ordinate deities must 
be made of stone without colouring. It is doubtful whether the injunction 
regarding the material for the other icons was strictly followed in the later 
times. For instance, the icons of dvdra-palaka in the temples at Tirumala 
(Tirupati), Srirangam and Tirumaliruncolai (Alakar Koyil) are made of 
bronze whereas the dhruva-bera in the sanctum sanctorum is made of stone 
and stucco. Processed earth must be used for other icons if the mula-bera is 
of processed earth (mrd). However, the icon of Visvaksena, Bhaskara, 
Garuda, Durga, Raudri, VighneSa, Skanda and Jyestha may be made of 
stone irrespective of the material used for the dhruva icon in the main 
shrine. So also refers Kasyapa to Bhrgu.” In case the miila-bera is eka-bera 
or dhruvarca, other icons must be of stone,’ for the dhruvarca icon should 
not be made of wood or processed earth but copper or stone.° 


The dimension of the dhruva icon has its impact on the other icons 
in the matter of their dimension and size. The height of bali-bera should be 
that of the face of the dhruva icon.’ In case the dhruva-bera is established 
in eka-bera mode, the utsava icon has the measurement equal to that of 





1 KRA.9.96-99a. This is for the invocation of these divine forms around the 
kautuka-pitha at the time of puja. 

2 KIK.39 p.71; KRA.5.85-87a, 17.35-36a, 60-61; SAA.20.47-48. 

3 KRA.5.89b-90; SAA.20.44-45a; VAI.42 p.145; VAK.15 p.72; 71 p.448. 

* KIK.39 p.71; KLA.7.41b-43a; KRA.5.89b-90; SAA.20.45-46;, VAK.72 p.449. 

5 KRA.17.46b-47; SAA .20.4446; YAJ.12.24. 

° VAI.10 p.35. 

7 KRA6.18b. 
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dhruva-bera.' The icon of the consorts i.e. Sridevi and Bhidevi should 
have the height up to the ear (karna-anta), shoulder (ba@hu-anta), hiccup- 
line (hikka-anta), breast-line (stana-anta) or the navel (nabhi-anta) of the 
central dhruva icon of Visnu.2 The icons of the sages (rsi), Garuda, 
Visvaksena and sub-ordinate deities (parivara-devata) and the devotees 
(bhakta) must have the height up to shoulder, breast-line, navel of dhruva 
icon of Visnu. However, their icons should have the height equal to that of 
the consorts (Sridevi and Bhidevi) or % or 1/8 less than the icons of devi" 
but the height is concerned with the dimensions of the cell or shrine 
allotted to them. Similarly, the face (top part) of the vessel viz. palikd used 
in the ankurarpana ritual should have the size of the face of the dhruva 
icon. 


Material for dhruva icons 

The dhruva icons of Visnu are made of processed earth (mrd) with 
brick (istaka), wood (daru), stone (sila) and metal (loha) every succeeding 
one being superior to the one preceding in sequential order.” Atri classifies 
the materials stone, copper, mortar and wood as uttama, uttamottama, 
madhyama and adhama respectively.” He further specifies the results of 
materials — stone for moksa, copper to become ruler, mrd for sustenance of 
dharma and wood for good progeny, and he refers to some other 
authorities holding the view that the mrd-bera is beneficial for all subjects 
and for prosperity.’ The stone icon is beneficial for the brahmana; the 
copper is suitable for the ksatriya,; mrd-bera is meant for vaisya; and 
wooden icon is for the sudra. Some other authorities are referred here that 
the icons of stone and processed earth are good for all.= As per Kasyapa, 
the large immovable dhruva icon made of stone yields long life, wealth and 
fame; the icon made of copper results in good progeny and promotion of 
punya (meritorious deed); the dhruva icon made of wood is meant for 
union (yoga) with the Supreme Lord, wealth and pleasure; _ the icon of 
processed earth (mrd) is beneficial to obtain gold, land, etc.’ The icons 
made of stone, clay and wood must have colouring over the same, for 
colouring is equated with the skin of the 1 icon.” Moreover, the dhruva icon 





1 Tbid., 6.18a. 

2 KRA. 6.30b-31a; VAK.15.72. 

3 KRA.6.29; VAK.15 p.73. 

“ KIK.58 p.101. 

> VAI..10 p.35; VAK.15 p.69; YAJ.11.16b-17a. 
§ §$4A.18.1b2a. 

7 Ibid., 18.2b-3. 

8 Tbid., 18.18b-19. 

* KIK.A0 p.72. 

10 §4A.19.8b-9a; 21.11 b-12a. 
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without colouring is the cause for the destruction of all.’ The colouring 
material mixed with gold makes the icon effective.” According to Atri, the 
Supreme One becomes angry if the dhruva or kautuka icon does not have 
the colouring.’ 


The dhruva icons made of napumsaka (hermaphrodite) stone or 
tree, bricks mixed with lime, baked bricks, mixture of hingu or hingu-taila, 
garlic and those without proper material, process and measures are 
considered to be abhicarika type resulting in adversity. The dhruva icon 
made of stri-sila (female-stone) and napumsaka-sila (hermaphrodite) 
becomes abhicarika.' 


There are some regulations regarding the material of icon with 
reference to the material of the structure (temple). In the stone structure, 
the dhruva-bera must be of the stone or copper whereas wooden and clay 
icons are forbidden; in the brick structures, the dhruva icon may be of any 
material.” This is perhaps in order to fix the icon firm and to avoid 
damage. 


The icon made up of mrd (mortar or stucco) is common in most of 
the temples of ancient period. The mrd-bera must have sala® (interior 
frame) but ardhacitra icons made in clay are prohibited. Every component 
in the mrd-bera is very essential, for the components symbolize and 
represent every limb of the deity. The sila must be made of the wood of 
yajnika trees i.e. approved and commended for sacrificial rites. The mrd- 
bera without sila is considered abhicarika. Burnt clay (pakva-mrd) or 
burnt bricks (pakva-istaka) should not be used for the making the dhruva 
icon of any deities but the icon of Jyestha, Vakratunda and Sasta may be 
made with both burnt and raw. The icons of pisadcas (goblins) must be 
made of burnt clay or brick.’ In the region abundant with grass and in the 
structure of clay, the dhruva icon must be made of only stone and the same 
must be established in ekabera mode alone.* It is indeed very clear that the 
structure as well as other types of icons requires renovation often, for in 
areas with plenty of water, metal icons are corroded due to high moisture. 
Moreover, the icons made of processed clay and wood remain wet giving 
way for the growth of fungus, grass and other lower plants on the dhruva- 





' [bid., 19.18b. 

? VAK.18 p.91. 

3 §AA.67.40. 

4 Tbid., 68.32; VAI.64 p.214. 

> SAA.19.39b-41; VAL11 p.38; VAK.16 p.75. 

6 §4A.57.59a: Sula is the supportive wooden core or frame inside the clay icons. 
’ [bid., 19.67b-70. 

8 VAI11 p.38; VAK.16 p.75. 
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bera as well as in the gap between the joints.’ The painting over the stucco 
plastering icons cannot last long. Some of the earlier mrd (stucco/mortar) 
icons are the recumbent icon at Tiruvehka (Kanchi) and Srirangam and 
Trivikrama icon at Ulakalanda Perumal temple (Kanchipuram) and 
Pandavadita temple (Kanchipuram). 


During the Pallava period, it seems, the dhruva icon had been of 
stucco with painting over it. The Pallavas might have started this system, in 
order to make the icons perfectly, for the rocks and stones available in 
their region were not suitable for the same. K.R. Srinivasan’ observes, 
“Owing to the hardness and texture of the rock, the ornamental and 
sculptural decorations of the interiors of these cave temples could only be 
limited, thus presenting a contrast with the richness of ornamentation and 
lavishness of sculpture in the sandstone and other material of the cave- 
temples of contemporary and earlier dynasties. The sculptures are 
therefore bas-reliefs of large size, often find group-compositions, 
judiciously distributed and not cut more or less in the round or cut out as in 
contemporary Chalukya and Rashtrakuta examples; whatever further 
embellishments the monuments needed were supplied by a thin coat of 
painted plaster or stucco over the smoothened stone surface. .... The 
shrine-cells of the earlier Mahendra type cave-temples and the earlier ones 
of the Mamalla series are now empty and contain neither a rock-cut linga 
(as is common in the Chalukya, Pandya, Muttaraiyar and Telugu-Choda 
cave-temples) nor any rock-carving of an appropriate deity. But there are 
enough indications to show that the object of worship of painting or stucco 
relief plastered hind wall, if not a carved and painted wooden plaque.” In 
the cave temple (Mahendra Visnugrha) at Mahendravadi (c. 580-630 AD), 
the icon was just painting on the wall whereas in the cave temple at 
Mamandur (site I), traces of painted stucco icon is available. Here the 
pedestal suggests that the icon might have been of stucco against the wall.” 





1 The defects that occur on the icons make renovation essential of the icons as well 
as the structure they are placed in. There are many temples in South India 
damaged due to growth of grass and other plants. One can see in many temples the 
icons with green or gray fungus grown over the same. Hence, the medicated and 
processed camphor oil is applied to all wooden and mortar icons at least once in a 
year mostly on the day of Krttikd-dipa festival. This greasy oil prevents such icons 
from insects, termites and growth of fungus, grass etc. . 

2 KR. Srinivasan, op. cit., p.2 : 

3 Tbid., p.70-71. ; 
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The wooden icons are in the next grade of superiority for the 
installation. The trees with antah sara' must be used to make dhruva 
icons. The wood of the trees fit for sacrificial purposes such as udumbara, 
khadira, candana and campaka must be used in making of wooden icons. 
All parts of an icon must be made of same wood or logs of the same 
variety.” This injunction is perhaps laid down in order to avoid the possible 
change of condition of the icon according to the climate and environment 
around the temple. The recumbent icon should not be made of wood. 
The wood of thorny trees, hermaphrodite (napumsaka) and the prohibited 
trees should not be used in making of the icon.’ 


The earliest epigraphical reference to use the wood of udumbara is 
found at Nagarjunakonda (c. 278 AD) in Andhra Pradesh. The older 
dhruva-bera of Varadaraja at Kanchipuram (Tamil Nadu) was of 
udumbara wood ule had been replaced with a stone icon probably in the 
late 15'" century AD. The association of the Supreme Lord with the 
udumbara or any other trees admissible for sacrificial rites confirms the 
Vedic link i.e. Vedic sacrificial post, to the stationary dhruva icon 
established in the sanctum sanctorum. Some other wooden dhruva icons 
are Trivikrama at Tirukkovalur (Villupuram district, Tamil Nadu), 
Devanatha at Tiruvahindrapuram (Cuddalore district, Tamil Nadu), both 
of them in Tondaimandalam (region of Pallavas). 


The dhruva icons, made of stone, must have stucco coating over the 
same,’ the treatises prescribe. In case of dhruvarcd, stone or metal alone 
should be used to make the icon.’ These icons are common right from the 
earlier period. The stone icon in ekabera mode of establishment should not 
have colouring over it.” The dhruva icons may be made of gold, silver or 


! The trees having hard core are called antah séra such as udumbara, candana and 
campaka. The trees having hard outside and soft interior part are called bahis sara 
such as coconut and palmyra. 

* $AA.13.55b; 15.14a. 

* [bid., 13.56a. 

* KRA.20.190b-191a. 

> K.V. Raman, Sri Varadarajaswami Temple Kanchi, p.8. The older dhruva icon 
made of udumbara wood (atti in Tamil) is placed in a small mandapa in the interior 
part of the temple tank within the outermost prakara. The town had the name 
Attiyir because of the tree atti in Tamil (dumbara in Sanskrit). 

° Some of the earliest icons made of stone and stucco coating are found at Nambi 
temple at Tirukkurunkudi, Adivaraha cave temple at Mamallaparain and 
Nityakalyana Perumal temple at Tiruvidaventai. 

" KRA5.80. 

* KRA.S.79b; SAA.13.53b. ; 


CHAPTER V: FORMS OF VISNU 119 


copper. The icons should not be made with the mixture of iron, brass and 
lead,’ for it becomes abhicarika. 


In the multi-tiered structures, the material of icon is considered 
very important, in order to adjust and balance the weight of the same. 
Stone icon must be installed in the ground floor, wooden icon in the middle 
floor, Sulaja (stucco/mortar) in the third one and metal icon on the top 
floor. However, icons of processed earth may be used in all the floors.’ 
This is probably because of also the size of the icons, which are smaller 
than the others in ascending order. 


Representation of dhruva icons 

The dhruva icons are depicted in three forms viz. citra, citrardha 
and citrabhasa, which are graded as uttama, madhyama and adhama 
respectively. The citra type dhruva icons are beneficial for both the worlds, 
the citrardha for only the other world and citrabhasa for only the mundane 
results.’ Citra is round and has all the parts around. The citra or the round 
icons with all dimensions are made of mrd, stone, wood or metals. The 
citrardha or the relief icons are of stone or wood but they should not be 
made of wood, metal or clay. Moreover, even the relief icon made of 
stone becomes useless if any part gets mutilated or broken.” Citrabhasa is 
of two types viz. cala (movable) and acala (immovable). The citrabhasa i.e. 
sketch on the walls, cloth or wooden planks are meant only for temporary 
purposes like japa, homa and dana. One may find the icon Garuda 
sketched on the cloth banner (dhvaja-pata) in the Visnu temples during the 
festival times. At the time of renovation, the pictures of dhruva icon and 
vimana (superstructure) are drawn on the wooden boards and worshipped 
until the time of consecration. The material and the postures of the 
precinct deities of the temple depend upon the material and the posture of 
the dhruva icons installed in the sanctum sanctorum. 


The dhruva icons are depicted in three postures ie. sthanaka 
(standing), asana or dsina (seated) and sayana (reclining) and yanaka 
(moving). Among the sthdnaka, adsana and sayana icons, the one mentioned 
later is superior to other in sequential order.® Kasyapa refers to the view of 
Bhrgu that the icons of Visnu in the stances of standing (sthanaka), seated 
in sukhasana fashion, seated in yogasana mode and recumbent (Sayana) are 
commended for the people of the four stages of life (a@Srama) respectively. 





' SAA.24.10. 

2 VAK.17 p.71; YAJ.12.52b-54a. 
> VAK.15 p.71. 

4 §AA.67.26b-27a. 

> VAK.72 p.449. 

® KRA.23.36-42, 49. 
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The icon of Yajfiamiurti to be set up on the top floor of the multi- 
storeyed structure is none other than Visnu himself though in the earlier 
level he was just Agni’ in general. The Vaikhdnasa authors, who equate 
Agni and Agni worship to Visnu, might have adopted the three postures 
viz. asana, sthanaka and sayana, for Agni is depicted and worshipped in 
three postures. Agni is in sthanaka posture at the time of offering samidh 
(idhma); he is dGsina (seated) while anna or caru (food) is offered; he is in 
sukhasana posture when tila (seasum) and apiipa (sweet ball) are offered; 
and he is Sayana (recumbent) at the time of offering djya (clarified butter).” 
Moreover, the hymns of Alvars*® who describe Visnu in four postures could 
have much influenced in this regard. 


Structures (temples) for dhruva icons 

The system of establishment of icons is based on the total 
dimensions of the icons.* The icons must be established only in their 
relevant structures (vimana). The sthanaka, dsana and yanaka icons can be 
installed anywhere. However, the sayana icons should not be installed in 
the structures meant for the other types, for, perhaps, the doorframe of the 
structure of sayana icon is horizontal whereas the door for others is 
vertical. 


The standing icon of Visnu may be installed in any structuress 
(vimana) such as Udyogapadma, Caturmukha, Nandydavarta, Nalinaka, 
Padmakara, Parvatakara, Yogakanta, Vimalakrti, Vrttageha, Sripratisthita, 
Sarvatobhadra, Svastika and Svastibhadra. These structures are supposed 
to have square (caturasra or sama-caturasra), rectangular (dyatdsra), 
circular (vrita or sama-vrtta) or elliptical (vrtta-dyata or dyata-vrtta or 
vartula-dyata) plans.” 


The seated icon may be set up in the structures (vimana) with 
square or circular plans such as Astariga, Udyogapadma, Khandaharmya, 
Caturmukha, Catusphuta, Citrasilpa, Disasvastika, Parvatakara, Pralinaka, 
Mahadpadma,_ Visnucchanda, Vrtta, Vrttabhadra or Vrttapadma, 
Sripratisthitaka and Sarvatobhadra.° 


1 The features of Agni and Yajfiamarti or Yajfiapurusa are alike. Both of them are 
depicted with seven hands, two heads, three legs and four horns. These two are 
detailed in the Chapter on Minor Forms of Visnu. 

? KRA.6.149; VAK..80 p.479; YAJ.26.27-28. 

3 In T. iruvaymoli (5.10.6), the Vaisnava saint Namméalvar describes these three 
postures of Narayana. 

* VAK.19 p.92. 

> Thid., 19 p.91. 

° [bid., 19 p.91. 7 
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The recumbent icon must be set up only in the structures prescribed 
for the sayana icons.’ The temples with rectangular and elliptical plans like 
Avedika, Kita, Ganikavisala, Catusphuta, Dirghasala, Dhvajamanaka, 
Preksagrha, Maharajacchanda, Matrkhanda, Vritageha, Vrttabhadra, 
Sanairyoga, Sripratisthita, Somacchanda, Samsuddha and Svastika are 
suitable for the installation of recumbent dhruva icons.” 


Icons in the multi-storeyed structures (Vimana) 

In the three-storeyed structure, the dsana (seated) icon is installed 
in garbha-grha of the middle one; and sthdnaka and sayana icons are 
installed in the garbha-grha of other two levels.’ However, it does not 
seem that this order of placement was strictly followed. In the three-tiered 
Vaikuntha Perumal temple (Paramesvara Vinnakaram of c. 750-796 AD) 
at Kanchipuram, the seated dhruva icon is installed at the ground level, 
recumbent in the middle one and sthanaka icon at the top. In the 
Saumyanarayana Perumal temple* at Tirukkostiyur (prior to 8™ century 
AD), the recumbent icon is set up in the garbhagrha of the ground floor. 
Standing icon is set up in the garbhagrha of the first tier. Seated icon is 
installed on the top floor. In the three-tiered Kitalalakar’ temple (prior to 
8" century AD) at Madurai, seated icon is installed at the ground level; 
Sayana icon is in the middle floor and sthanaka icon is on the top floor. In 
the three-tiered Gopalasvami temple (Rajendracola vinnagaram of c. 1025 
AD) at Mannarkoil (Tirunelveli district), one can find the standing icon of 
Visnu in bhoga aspect set on the ddi-tala (ground floor), seated icon-on the 
middle tier and reclining icon at the top.° 


Placement of icons in the garbha-grha 

The placement’ of dhruva icons, strictly adhering to rules laid 
down by the Agamic treatises, is as essential as other features of icons to 
retain the nature of four varieties i.e. yoga, etc., irrespective of the 
accompanying icons. This plan is found followed strictly in the ancient 
cave temples of Pallavas and Pandyas. Moreover, the entrance of the 
sanctum sanctorum must be in a position so that the dhruva icon is set up 
facing the village. The result of setting the door of the sanctum sanctorum 





' [bid., 19 p.92. 
* Tbid., 19 p.91. 
3 VAL40 p.139. 
* This temple is the one where Saint Ramanuja revealed the holy eight-syllable 
mantra of Narayana to the public. 

5 The seated icon alone is under worship. Icons on upper floors have been 
renovated recently and modern paints have been applied. 

° §.R. Balasubrahmanyam, Middle Chola Temples, p.313-316. 

7 KLA.11.36-39; VAK.19 p.92. 


122 VAIKHANASA ICONOGRAPHY 


is — wealth if it is on the eastern side, victory if it is on the north, fame if it is 
on the west and knowledge if it is on the south. 


In the garbha-grha, Yoga-sthanaka icon occupies half or one third 
of the daivika-pada at the back. Bhoga-sthanaka icon occupies one-third 
part of daivika-pada on the rear. Vira-sthanaka icon covers the entire area 
of daivika-pada. However, dhruva icon without coluring should not be set 
up in the place of dhruva.' 


The icon of the consorts must be placed in between the central 
figure of Visnu and side wall (kudya).’ The icon of the worshipping sages 
must be placed in between the kautuka icon and side wall.* 


The brahma-bhaga’ is meant for the placement of kautuka icon as 
well as dhruvarca icon. The sthanaka and the yanaka icons must be placed 
in the middle or rear row of daivika-pada. The seated icons occupy a 
portion at rear of daivika-pada besides occupying a little portion of 
manusa-pada. The Sayana icons occupy the squares of the manusa-pada in 
addition to a portion of daivika-pada. The icon set up in the paisaca-pada 
is 4bhicarika, resulting in adversity. Perhaps this method of distribution is 
to adjust the length and breadth of the icons and their pedestal so that the 
brahma-bhaga and the area adjacent to it can be used to install the 
functional icons and that of clustering divinities. 


There are nine types of dispositions regarding the placement of 
clustering icons but only a few are used in general. The angle and the 
position of the icons vary with reference to the central icon i.e. of Visnu. 


Classification of dhruva icons 
The dhruva icons are Sepicted into four major Sisevhiestivns viz. 
yoga, bhoga, vira’ and viraha® or abhicdrika which are sub-classified into 
three grades i.e. uttama, madhyama and adhama with reference to the icons 
occurring together. However, the concept of these classifications viz. yoga, 
bhoga, vira and abhicarika are applicable only to the dhruva icons but not 
to the other types of icons like kautuka-bera and utsava-bera.' 


The dhruva icons, set up and consecrated in yoga or abhicarika 
type, even at the time of renovation, should remain yoga or abhicarika and 


' KLA.11.159b. 
? Tbid., 11.90b, 148a. 
> Thid., 11.91a, 148b. 
: Ibid., 11.40-41; VAK.15 p.72; 19 p.92. 
> In Samurtarcanadhikarana text, this type is mentioned as viraha. 
° Viraha is not included in Khiladhikara and Samiurtarcanadhikarana. 
’ SAA.39.26a. 
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the icons of consorts Sridevi and Bhiidevi should not be installed together’ 
but Bhrgu prescribes the setting up of the icon of Devis in case of yoga 
type.? However, we find that in some places, the viraha or abhicarika type 
icon had been converted to yoga or bhoga. For example, we can take the 
temple at Tiruttankal (shrine of Sayana-mirti) in Tamil Nadu. According 
to the archaeological sources,’ the reclining icon of Visnu alone is of stone 
and other icons of stucco are later additions. However, this might have 
been to convert the concept of the temple for the promotion of welfare of 
all, as per the theological idealism, for there is a provision in the 
Vaikhanasa treatises to convert the abhicarika or viraha icons to other 
benign (saumya) aspects. The accompanying figures and placement in the 
garbhagrha causes the four aspects. 


In abhicarika, the icon of Visnu is not accompanied with the icons 
of anybody i.e. pujaka-muni and consorts. In addition, the abhicarika icon 
is to be set up in the paisdca-pada in the padavinyasa of the garbhagrha. 


Yoga type icon of Visnu is meant for union (probably moksa) with 
the Supreme One.’ In yoga aspect, Visnu’s icon is not accompanied with 
his consorts Sridevi and Bhidevi. However, Bhtidevi may be depicted as 
worshipper. 


Bhoga type icon of Visnu is beneficial for one desirous of all sorts 
of enjoyments.” In bhoga aspect, both consorts are found together. Even 
the distance between the icon of Visnu and the consorts is restricted. 


Vira type icon promotes valour (virya)® and victory (vijaya) over 
the enemies. In this aspect, Sridevi and Bhuidevi may be depicted as 
worshipper but not as consorts. The vira icon is different from viraha or 
ekaha. The former is just to acquire energy or power to conquer the enemy 
in a virtuous manner. 


Abhicarika type icon promotes valour (virya) and victory and 
destruction of the enemies and also removes all problems of the region or 
country. Kasyapa states that the abhicdrika mode is applicable only to the 
rulers whose dharma itself is to conquer the enemies.’ The terms viraha, 
viraha and dbhicarika are invariably used in the texts. However, the 
purpose differs from each other. The purpose of viraha and abhicarika is 


' VAI.36 p.124; VAK.41 p.278. 

* KLA.18.297. 

3 K.V. Soundara Rajan, Rock-cut Temple Styles, p.91-92. 
4 §AA.20.43a; VAK.19 p.91. 

> SAA.20.43a; VAK.19 p.91. 

® §AA.20.43b; VAK.19 p.91. 

7’ KJK.10 p.16. 
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almost same whereas the viraha is meant for liberation from the bondages 
and attaining moksa.' 


The icons of abhicarika type should not be installed within the 
village or town. They are installed facing the direction of the enemy’s 
domain outside the town.” They are to be established in the forests, on the 
mountain ‘or hill, water-forts or in the regions belonging to others 
(opponents or enemies). 


The abhicarika rites found in both Rgveda and Atharvaveda are 
meant to subdue, to drive away, and to destroy the enemies, to kill a miser 
and to appropriate his wealth. This rite is to be performed on the 
fourteenth lunar day of dark fortnight, in the burial ground, using mustard 
oil mixed with salt and sticks of rdja-vrksa, etc.’ Moreover, according to 
the Rgveda, a brahmana is not permitted to perform such act incurring 
murder of any sinless person.’ This makes clear that the abhicdrika rituals 
are meant for the rulers. The same thought seems to have been adopted by 
the authors of Vaikhdanasa treatises by way of introducing the icons for the 
same purpose. Dandin’s mention® of such rites prescribed in Atharvaveda, 
which are against the norms and conditions of ritualistic practices, also 
confirms the practice of such abhicara rites during his time i.e. 7-8" 
centuries AD. These icons are not meant for the common man but for the 
kings who are in need of victory over other kings without any other 
possible virtuous/meritorious solution, probably in case the enemy is 
arrogant. It seems such icons violate the code of righteousness but it can 
be justified in the light of the injunctions of Vedas prescribing abhicara 
sacrificial rites like syenayaga. The definition of the term abhicara can be 
in three ways with reference to the Vaikhdnasa treatises - 1) the icon and 
rituals are in vain, 2) the icon causes self-destruction, and 3) the icons for 
destruction of enemies, all these based on the rituals, material and 
construction process. 


Clustering icons 
There are many injunctions about the setting up of the icons that 
accompany Visnu in various features. The icon of the clustering deities 
such as Brahma, Garuda and Sudarsana may be depicted against the hind 





1VAK.94 p.508: ‘samsdrabandhanavasanat muktih moksal’ 
2 BCS.17.10a. Rastrasandhau bhavet samharasanam satrudinmukham (The icon of 
abhicarika-asana should be installed in the joinery in the direction of the enemies). 
3M.S. Bhat, Vedic Tantrism, p.114. 
* Tbid., p.116. 

Avantisundari-katha, p.60: ghrtakambala-prabhrtinam ca karmanam punye, 
tamanam anyesam catharvadrstanam anusthanam kriyata eva. 
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wall either in relief (sakala) or portrait (abhasa) form.’ As the dhruva icon 
of Visnu must be fashioned in the uttama dasa-tala, its dehangula’ is the 
basic unit (arigula) of measurement to be applied to the icons of 
subordinate deities that occur together in the temple. 


The proportionate measurements” _of the icons occurring together 
are detailed in the texts. The icons of Sridevi and Bhtdevi are of the 
height up to Visnu’s shoulder (i.e. up to the hikkda-sitra) or his breast-line 
(stana-stitra). The icons of Brahma and Sankara that are found next to the 
south and north sidewall are fashioned in nine tala. Vighna and Durga are 
in six tala measure. The ApSaras, the Lokapdlas and other deities are in 
four tala measure; the sages are in three and half tala. The celestial 
musicians Tumburu and Narada, the luminaries Surya and Candra, and 
Brahma seated on the lotus have the measure of tri-tala. Garuda, the five 
personified attributes (@yudha) of Visnu and the Kinnara couple are in two 
and half tala i.e. thirty arigulas. The child ascetics Sanaka and Sanatkumara 
are in dvi-tala. The demons Madhu and Kaitabha are depicted in the 
measure of asta-tala.* 


Brahma and his lotus seat” 

The lotus, the seat of Brahma rising from the navel of the reclining 
icon, should be on the right of the nabhi-siitra of the recumbent icon at the 
height of one hasta. The lotus has its support or grip on the rear wall. The 
adho-dala (lower petals) of the lotus are proportionately eighteen-angulas 
wide and four angulas high. The width of the ardhva-dala (the upper 
petals) with the pericarp is one-tenth part less than the width of the adho- 
dala i.e. 16 arigulas and two yava (16% units) and its height is three avigulas; 
both the upper and lower parts have multitude of petals. The leaves both 
small and large appear on the sides of the lotus. The small leaves have the 
diameter equal to the width of the ardhva-dala and larger leaves have the 
size equal to the breadth of adho-dala. The periphery of the lotus stem is 
one and half avigulas and the stem of the leaves measures one arigula. 





1 VAK.19 p.102; VAI.17 p.52. 

? A tala measures 12 argulas (basic unit). The icon of Visnu in uttama dasa-tala has 
the measure of 124 angulas. The clustering icons are measured proportionate with 
the basic unit of the main figure, which is called also dehdngula or 
dehalabdhangula. 

3 The total height of the clustering icon is = Number of tala multiplied by twelve. 
E.g. nine ‘ala = nine multiplied with twelve = 108. In case of uttama tala, four 
angulas are more; and in kanistha or adhama tala, four angulas are less. 

4 The phrase ‘dvi-sat tala’ in Vimanarcanakalpa text must be taken, as two plus six 
that is eight tala. The Telugu edition of the same text omits the word ‘dvi’ and, 
accordingly, the measurement must be sixtdla. 

> VAK.19 p.101-102; VAI.17 p.52. 7 
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In the middle of karnika, the four-faced Brahma is depicted seated 
in the brahmasana posture. The total height of Brahma must be one fourth 
of the total height of recumbent figure. This golden-coloured one has jata- 
makuta and decorated with all sorts of ornaments, puspa-vastra (variegated 
dress), uttariya and upavita. Of the four arms, aksamalad and kamandalu are 
held in the back ones, the lower right bears dlodya or dlocya gesture (cin- 
mudra) and the left is placed on his waist or lap (katihasta or anka- 
vinyasta). On the other hand, his front arms may be depicted clasped in 
anjali gesture. Alternatively, they may be stretched out and placed on his 
knee, obviously as gaja-hasta or danda-hasta, as in meditation.' 


Anantasayana’ 

Ananta’s couch (bhoga), consisting of three, five or seven folds, has 
one third of the total height of the interior space of the doorframe; 
alternatively the deviation of one eighth of the same is admissible. On the 
other hand, the height must be proportionately one third of the total height 
of the recumbent icon. The width is flexible and stretchy according to the 
measures of the recumbent icon on all the sides. The couch is considered 
soft and suitable to the god. The height of his expanded hoods above the 
couch is same as that of the couch of Ananta. However, this varies in 
different aspects of reclining Visnu such as yoga and bhoga. The expanded 
hoods consisting of five, seven or nine heads and having the faces of vydla 
or the lion, serve the purpose of canopy over the head of the recumbent 
figure. The number of heads, folds and height of hoods differ in various 
aspects of dhruva form. The heads are ornamented with crest-jewel on 
their top. The colour of Ananta is of gold with the dorsal part in bright 
white. ; 


The sayana (couch) may be made of stone or brick (istaka). 
However, the couch of Ananta (Ananta-sayana) must be of stone in case 
the structure or icon is made of stone. The same must be of brick if the 
structure or icon is made of mrd (processed earth).' 





' The word anka found in the text does not suit here when the hands are stretched 
out. Hence, this must be taken to indicate the hands, which are in dandahasta pose, 
must be placed on his knee. 

* VAK.19 p.100-101; VAI.11 p.36; 17 p.52. 

> The phrase ‘antah Svetah’ meaning ‘white in interior side’ should be taken as 
ventral part / beneath of Ananta in serpentine form. 

“VAK.19 p.101; VAL17 p.52. 

The Vaikhdnasagama text does not mention clearly whether the terms Silamaye’ 
and ‘mrnmaye’ are applicable to the icon or the structure where the icon is 


established. However, these terms can qualify both. 
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Sthanaka (standing) icons 

The Sthdnaka (standing) forms of Visnu are installed and 
worshipped for the promotion of virtue, long life, wealth, fame and 
welfare.’ Kasyapa and Marici prescribe four types of sthadnaka forms viz. 
yoga, bhoga, vira and viraha or abhicarika.’? Atri mentions three types i.e. 
yoga, bhoga and viraha. Standing icon of Visnu must be set up in the 
temple piel on the northern side of madhya-vithi (central road or 
street).’ Alternatively, the same may be on the east, on the west or on the 
south of the village but facing the opposite direction i.e. interior side and 
this is for the development of the village.” Sthanaka icons are common 
even in small rock-cut caves in many places such as Tiruvellarai (Plate III- 
a), Kilmavilangai (Plate III-b), Kurattiyarai (Plate III-c), Sevvalpatti (Plate 
IlI-d) and Bhairavakonda (Plate III-e); this indicates the prominence of 

Vaisnavism between 6" and 8" centuries AD. 


Yoga-Sthanaka 

In Yoga-sthanaka® aspect, Visnu is accompanied with the 
worshipping sages Bhrgu and Markandeya on the right and left 
respectively. Bhiidevi may occupy the place of Bhrgu. Kasyapa refers to 
some other authorities who include also Dandaka’ on the right and 
Garuda on the left. Yoga-sthanaka form of Visnu must be set up outside 
the grama in any isolated place, on the river-bank, confluence of river or 
hill-top, in the forest or the place adjacent to the forest but facing the 
village.* 


The icon of Yoga-sthanaka must be fashioned in uttama dasa-tala 
measure. In this posture, Visnu has the complexion of syama or sasya- 
Syama and is clad in yellow garments (pitambara), in addition to variety of 
ornaments. His eyes must be depicted benign and peaceful. Of the four 
arms, cakra and sankha are carried in the back right and fe ones 
respectively. The front right arm bears abhaya, varada or svdgata’ gesture 





1 SAA.20.41b. 

? KIK.53 p.93; VAK.19 p.91. 

> SAA. 20.1b-2a. 

* YAJ.2.18b. 

> KLA. 2.58. 

6 KJK53 p.93; KLA.12.3b-10a; SAA.20.2b-9; VAK.19 p.92-93; VAIIS p.48; 
YAJ.15.1b-8a; EHT. 1.2 App. p.17. 

7 The term Dandaka must mean Ananta (Adisesa) whose form is very long in 
serpentine form, for he is depicted as a companion of Visnu in many temples at 
Mamallapuram, Tirukkannapuram, Tiruvellarai and Tiruvazhundur. 

8 VAK.19 p.91. 

The phrase ‘varadam svagatam tu va@ can serve the purpose of both ‘varada’ and 
‘svagata’ together to mean Ghiya-varada gesture. r 
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and the left one bears one of the following gestures viz. varada, 
simhakarna, katyavalambita and katydlambana.' 


The icons of the worshippers i.e. Bhrgu and Markandeya, both in 
pleasant attires, must be placed between the place of brahmapada and the 
sidewall, in the mdnusapada. The ascetic Markandeya, coral-hued and 
adorned with jatamakuta or jatamandala, occurs on the left kneeling on one 
knee, in the disposition of pdarsvadgataparavrtta (bhittisthanaka) or 
ardhajyagataparavrtta, as if they glance at the central figure devotedly. His 
hands holding aksamdla’ bear puspdfijali gesture. The sage Bhrgu is 
depicted on the right in the same position as Markandeya. The goddess 
Bhudevi, as worshipper, may occupy the place of Bhrgu. She is of syama 
complexion and clad in puspavastra. Her icon must be depicted with hands 
in puspdfijali gesture and head bowed down in reverence. The icons of 
worshippers may be represented as portrait (abhasa) or relief figure 
(ardhacitra) on the sidewalls. 


The icons of Brahma and Sankara, both in standing posture facing 
each other in parsvagataparavrita mode of disposition, should appear on 
right and left respectively adjacent to the side walls. Alternatively, their 
figures may be sketched on the wall.*> Both Brahma and Siva are four- 
armed. The golden-hued Brahma holds aksamala and kamandalu in the 
back arms. White-complexioned Siva, adorned with jatamakuta, holds mrga 
and parasu in the back pair. Their front hands are in abhaya and 
katyavalambita gestures. 


Yoga-sthanaka icon, clustered with all above, is of uttama grade; it 
is of madhyama grade if it is deprived of the icons of Brahma and Sankara; 


' Two identical gestures are normally not applicable in the same icon except 
kataka-hasta if meant for holding any objects like the icon of Stiirya. Hence, there is 
a possibility of three types of combination of gestures i.e. abhaya and varada, 
abhaya and katyavalambita | katyalambana and varada and katyavalambita / 
katyalambana. 

2 In case both the hands are held to form puspdfijali gesture, one may take that 
aksamala is placed around the thumb generally convenient to count the number of 
syllables (mantra). It may also be worn around the neck like necklace. In afjali- 
mudra, the aksamala is sometimes shown in between the palms clasped together, 
to beautify and to adjust the gap in between. 

> The word ‘lekhayet’ in Khiladhikara indicates that these two icons can be drawn 
on the wall, for citrabhasa is applicable to the clustering deities. Alternatively, as 
per the rules of bhittisthana mode of disposition, these icons may be made either in 
citra or citrardha type but facing the main deity at 90 degrees inthe set up position 
of parsvdagataparavrtta. This is supported by the view of Yajiadhikara which states 
that the worshippers may be of citrabhasa or sakala i.e. citra or citrardha. + 
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and it is of the adhama grade if wanting in all inclusive of cakra and 
Sankha.’ 

Yoga-sthanaka icon (c. 680-700 AD) found at central panel on the 
northern side in Paramesvara Mahdavaraha Visnugrha’ (Adivaraha cave 
temple) at Mamallapuram is a relief sculpture of stone with stucco coating 
(Plate VI-b). Visnu, adorned with kirita and other ornaments, is depicted 
here standing in samapdadasthdnaka posture and flanked by two ascetics, 
obviously Bhrgu and Markandeya, for they are the divine sages almost 
depicted alongwith Visnu. The upper right hand holds prayoga-cakra and 
the left one bears fankha. The lower right hand, which is partly mutilated, 
must be varada- mudra whereas the left one is katihasta. On his right is 
depicted Adiéesa,' crested with serpent hood, probably due to influence of 
Alvars’ thought that Sesa is eternal companion of Visnu. Similar Yoga- 
sthanaka relief is also found at Trimirti cave temple at Mamallpuram in 
the northern cell. Here too, he is four-armed but with abhaya-mudra in his 
lower right hand. 


Another Yoga-sthanaka icon (Plate VI-a) is found in a small 
ekatala temple in the bas-relief, well known as ‘Arjuna’s penance’ at 
Mamallapuram. The icon, in samapadasthanaka stance with four hands, is 
identical to the one mentioned earlier. The postures of the sages are 
noteworthy. One sage, depicted sitting in padmasana, > keeps his right 
palm on his right thigh with the support of left palm below, in the attitude 
of doing sankalpa.° One sage appears in utkutikasana with yogapatta 


1 This is based on the different reading of Vaikhdnasdgama’ (p.48) and 
Yajnadhikara. 

This cave temple belongs to the period of the Pallava ruler Paramesvaravarman I. 
This is one of the important early cave temples to study Hindu iconography, 
especially the techniques of stone-stucco figures. Fortunately, this temple is under 
we control of private trust and preservation. 

3 K.R. Srinivasan suggests that it may be siici or abhaya gesture (CTP, p. 170). But 
it is doubtful, for in the sculptures of this period, the tip of the fingers inabhaya- 
mudra remains at the level of breast-nut or above. This can be confirmed with the 
help of the same gesture in Harihara relief found in the same cave. Varada-mudra 
is possible if the wrist is at the level of kati or waist. 

* KIK.53 p.93. 

> The worshipper should be depicted sitting in brahmasana, utkatikasana or 
padmasana during the time of performing ritual and in ekajanukrama sitting 
posture in worship. 

° Sankalpa is an undertaking made before the commencement of every ritual in 
which the doer proclaims the name of dina, tithi, paksa, masa, rtu; ayana, 

samvatsara and also the purpose of the ritual. This is a common practice even in 
the Nityakarma like Sandhyavandana, and so on. 7 
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around his thighs but the head of this icon is mutilated. Another sage, 
seated in a place higher to that of the former, appears in the attitude of 
teacher. The scene is not exactly as per Vaikhanasa treatises, but Visnu’s 
icon in samapddasthanaka and the sages in padmasana and utkutikasana 
with yogapatta and sankalpakarana suggest that this must be a real Yoga- 
sthanaka icon,’ but the entire scene is not applicable to the sanctum 
sanctorum. 


Other significant Yoga-sthanaka panels are — Trimurti rock-cut 
cave at Mamallapuram (Plate VII-a), rock-cut cave at Tiruchirappalli 
(Plate VII-b), Vaisnava rock-cut at Malaiyadippatti (Plate VII-c) and 
Tirumalapuram (Plate VIII-a); there are four types of Yoga-sthanaka 
panels on the external wall of the sanctum sanctorum in the Vaikuntha 
Perumal temple at Kanchipuram (Plate VI-c, VII-d, VIII-c, VII-d). 


One of the best examples for the uttama type of Yoga-sthanaka, a 
dhruva-bera in exact sense, is the one found in the sanctum sanctorum of 
Pundarikaksa Perumal temple at Tiruvellarai, belonging to the period of 
the Pallava ruler Nandivarman II (c. 731-796 AD’). The standing dhruva 
icon is flanked by the figures of Garuda and Adisesa on right and left 
respectively... The worshippers Bhidevi and Markandeya are in 
ekajanukrama pose. The luminaries Strya and Candra hover on the hind 
wall. This stucco-mortar icon is supported on the hind wall.* Similarly, 
Yoga-sthanaka Visnu icons are found in a number of temples ascribable 
prior to 9" century AD. 


Bhoga-sthanaka 
In the Bhoga-sthanaka aspect, Visnu has syaéma complexion and is 
decked with all sorts of ornaments. This four-armed figure holds cakra and 


! Different views are available about this shrine and Visnu. “The seated ascetic is 
Bhagiratha praying to Visnu in the shrine, thanking him for securing Siva’s aid 
through the auspices of the Rsi, Kapila, the latter in turn being an aspect of Visnu” 
- Mary-Ann Lutzker, ‘A reinterpretation of the Relief Panel at Mamallapuram’, 
Chavi-2, Rai Krishnadasa Felicitation Volume, p.116. 

* SII. XII, No. 32. 

> The icons of Garuda and Ananta started appearing with Visnu almost right from 
the Pallava period. This must be on the influence of the hymns of Alvars as well as 
the Vaisnava Puranas like Bhagavaia and Visnu-purana. 

“ There is no trace of colouring on the icon. This is due to application of processed 
perfume oil over the same. Currently the temple follows the Paficardtra system of 
worship. 

> KJK.53 p.93; KLA.12.11b-19; SAA.20.10-16; VAK.19 pp.93-94; VAIL. 15 Ese 
YAJ.15.9-18; EHL1.2. App. p.18. 
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Sankha in the back arms. The front right arm bears abhaya or varada’ 
gesture and the left is in simhakarna or katyavalambita gesture or this may 
be placed on the waist with simhakarna gesture.” 


The icons of Sridevi and Bhiidevi must be placed on the right and 
left respectively in the space between the wall and the central icon but a 
little behind in ardharjvdgata or sacikrta mode of disposition (sthdna) as 
their icons must be set up somewhat facing the central icon, with an 
astonishing expression. Both of them are indeed in sthitakuficita posture, 
with one of the legs planted straight on the pedestal and another with a 
little bend at the knee. 


Sridevi has golden or coral hue. She holds a lotus in one arm and 
the other arm is shown dangling along her body, as dolahasta or adhah 
prasarita-hasta.° Mahi (Pausni) has her legs vice-versa with reference to 
Sridevi.’ One of her arms holds a full-blown lily while another is let down 
along her body. Her arms also depend on the hand-poses of Sridevi. 
Khiladhikadra describes Bhidevi to bear puspafjali gesture but this is 
unusual.° 


' The phrase ‘abhaya-varada-daksina-hastam’ can be taken as one mudra signifying 
the purpose of both abhaya and varada. Here, the hand may be taken as ahiya- 
varada gesture, a common hand gesture found in the monuments of the period d 
Vaikhanasa treatises. 

* Simhakarna gesture is generally at the distance of six to eight arigulas from the 
waist. In the icons made of stone, stucco and wood, the gesture is placed on the 
waist or very near to the same in order to secure support for the sane. In the metal 
icons, this is not in practice. The phrase ‘katyavalambita-simhakarnam’ must be 
taken in Samahara-dvandva compound rather Karmadhdraya compound. 

3 Atri’s view of holding of flowers by the consorts is quite normal suitable and it is 
found in all icons of consorts. It is observed everywhere that inner hand is in 
kataka gesture to hold a flower and the other hand is let down as dolahasta or 
adhah prasarita. 

“ The uniformity of the flanking icons is one of the significant aspects in Indian 
sculptural panels. Both Sridevi and Bhiidevi are depicted in sthitakujicita posture. 
Their leg position must be identical and it should balance the panel. 

> General prescription and practice is that the accompanying consorts hold a flower 
in the inner hand ie. next to the central figure and the outer hand remains 
dolahasta and it is rare to find it vice-versa but uniformity is very significant to 
balance both of them. 

° The phrase ‘puspajijali-samanvitam’ (adjective to Bhidevi) in Khiladhikara is 
incongruous because puspdiijali gesture that requires both the hands is not possible 
here if she is depicted with a flower in one hand and another dangling down. 
Bhidevi’s colour is not mentioned in Khiladhikara. Hence, if this phrase is taken 
as ‘puspambara-samanvitam’ , this will indicate her dress as she is depictedin many 
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The icon of the worshipping sages i.e. Bhrgu and Markandeya must 
be installed between the wall and the kautuka icon,’ on the sides, in 
parsvagataparavrtta mode of disposition. Both of them are depicted in 
ekajanukrama, or utkutika posture. Alternatively, their icons may be in 
ardha-utkutika posture in which they kneel on one knee keeping the other 
in utkutika posture. Markandeya holds a lotus in his left hand whereas 
Bhrgu holds a lotus in his right hand. The other hand is placed on his 
thigh. Otherwise, their hands may bear samputa, puspdafijali or afijali 
gesture. 


Atri refers to some other authorities who hold that the icon of 
Bhoga-sthanaka includes Dandaka on the right and Markandeya on the 
left, both kneeling on one knee, in addition to Garuda on the left. Their 
icons must be set up in such a way as to face the central figure. In such 
case, the icon of Garuda must be on the left side of that of Markandeya and 
all these icons being in parsvagatapardavrtta mode of disposition. 


The icons of Brahma and Sankara, both facing each other, occur on 
the right and the left respectively, adjacent to the sidewalls in bhittisthana 
or parsvagataparavrtta type of disposition. The golden-hued Brahma is 
depicted carrying aksamala and kamandalu in the back arms; and white- 
complexioned Siva holds mrga (deer) and parasu in the back ones. Their 
front arms bear abhaya and katyavalambita gestures. 


The uttama grade of Bhoga-sthanaka includes, on the upper part of 
the posterior wall, the fanning pair Maya and Samhladini, optionally 
Vyajini and Kamini, the celestial musicians viz. Tumburu and Narada,” the 
luminaries Surya and Candra, the child ascetics viz. Sanaka, Sandatana, 
Sanatkumara and Sanandana, Yaksa, Vidyadhara and the Kinnara couple. 
Their icons in the form of relief sculpture (ardhacitra) is considered to be 
the best. The madhyama grade is deprived of the musicians, Yaksa and 





places with puspavastra meaning ‘variegated dress’. Alternatively, puspanjali 
gesture may be taken as puspaputa-hasta, one of the samyuta-hastas. 

' The icons of these sages must be placed just in front before Sridevi and Bhiidevi 
near the sidewalls but leaving a row of squares i.e. paisdca-pada next to it. 

* The phrase ‘vydjaka-munibhyam’ in Vailkhanasdgama text may mean also ‘two 
fanning sages’ as an adjective to Tumburu and Narada. However, we donot come 
across such a depiction anywhere. The phrase must be taken asvydjaka and muni 
in Dvandva compound meaning ‘the fanner and the sage’. 

° The inner area of the sanctum sanctorum may not be able to accommodate all the 
icons in citra (round sculpture). The freestanding figures of fanners, which are 
placed in the paisdca-pada, may cause to move the icons of the goddesses forward. 
In that case, the space between the icon of Visnu and the goddesses becomes wider 
but it is not admissible in bhoga-sthanaka, for the space between the icon‘of Visnu 
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Vidyadhara and the Kinnara couple; the adhama variety is dispossessed of 
the child ascetics, the luminaries and worshippers in addition. 


Bhoga-sthanaka panel in the Vaisnava rock-cut cave temple at 
Malaiyadippatti (near Pudukkottai, Tamil Nadu), is noteworthy for the 
beauty and it stands as the best example of the perfect technique of 
creating stucco-layered stone images in the region of Muttaraiyars. The 
ornamentation, stances (sthana) and especially the garments are exclusively 
very rich and majestic (Plate IX-b). 


Bhoga-sthanaka icons are found in many temples but with the sages 
in the worshipping attitude are very few. One of the earliest Bhoga- 
sthanakamiurti, in true sense of dhruva icon of stone, is found in Nambi 
temple (Emberuman Koyil) at Tirukkurunkuti near Tirunelveli in Tamil 
Nadu' (Plate [X-a). The earliest inscription | belongs to the Pandya ruler 
Varaguna I (c.771-772 AD’). The icons of Sridevi and Bhidevi, both in 
standing posture, flank the sides of the central figure. The icons of Bhrgu 
and Markandeya are depicted in ekajanukrama posture. 


One of the earliest Bhoga-sthanaka icons, made of stucco and 
mortar, is the dhruva icon at Alvar Tirunagari® (Tirukkurukur) near 
Tirunelveli. In the middle tier of the Asténgavimana in Saumyanarayana 
Perumal temple at Tirukkottiyur,* bhoga-sthanaka icon is set up. The 
figures of seven sages and deities are portrayed on the sidewalls. Some of 
the tall freestanding Bhoga-sthanaka icons are found in the temple of 
Alakar Koyil? (Tirumaliruncolai) and Tirumokur (Plate X-a) near 
Madurai. 





and the goddesses should not exceed forty-eight angulas. The treatises are silent 
which avigula is applicable here. However, as this distance is concerned with the 
icons of Visnu and that of his concerts, one may take it as dehangula of Visnu, for 
the basic unit of the main icons alone plays an important role also in designing the 
structure. 

1'N. Subbu Reddiyar, Pandindttut Tiruppatikal, p.301 

? D. Dayalan, op. cit., p.229. 

3 There are nine ancient temples around Tirukkurukur, the birthplace of 
Nammialvar, one of the ten Vaisnava saints, who praises these temples in his 
hymnal work viz. Tiruvaymoli. 

‘ This is one of the two three-tiered temples where the icons of olden times are still 
preserved well. However, there is no trace of painting on the main icons. All the 
three icons are regularly worshipped following the Vaikhanasa system. 

> This is one of the earliest temples praised in the hymns of early Alvars belonging 
to early Christian era. However, the earliest insaiption belongs to c. 925-926 AD 
of Pandya ruler Rajasimha II (D. Dayalan, op. cit., p.240). i 
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Another noteworthy Bhoga-sthanaka Visnu, almost tallying with 
the description of Atri, is found in Sauriraja Perumal temple at 
Tirukkannapuram’ near Nagappattinam in Tamil Nadu. The icon of Visnu 
is accompanied with the icons of Sridevi and Bhidevi. The icons of the 
worshipping sages (piujaka-muni) are absent. The standing icons of 
Dandaka’ and Garuda, decoarated with karanda-makuta and bearing 
hrdaya-afijali gesture, are set up on the right and left respectively in 
parsvagataparavrtta mode of disposition in the place normally allotted to 
the worshipping sages ie. between the brahma-sthana and sidewall 
(kudya). However, their icons are in standing stance instead of in 
ekajanukrama posture. These beautiful and exquisitely created tall icons 
have the height up to the shoulder level (hikkanta) of the central figure Le. 
Visnu. 


A rare Bhoga-sthanaka is in the Ninranarayana Perumal temple at 
Tiruttankal (Plate X-b). The specialty is that this is the only temple 
wherein Visnu is accompanied with four Devis (consorts). The dhruva- 
beras made of mrd (processed earth) with painting have been recently 
conserved and repainted. 


Another noteworthy beautiful group of Bhoga-sthanaka Visnu 
(c.1025 AD) is noticed on the first floor in the Gopalasvami temple* 
(Rajendrasola vinnagaram) at Mannarkoil (near Tirunelveli).* The icon of 
Visnu (Vedanarayana) is accompanied with Sridevi (as Vedavalli) and 
Bhidevi (as Bhuvanavalli). All these icons are made of stone with stucco 
coating. Visnu is depicted with the attributes cakra and sSankha on the right 
and left backhands, gada in the lower left hand and abhaya in the lower 
right hand. The icon of Brahma is seen in painting on the south sidewall 
and Siva on mount Kailasa is found in painting on the northern sidewall. 


Vira-sthanaka 
In Vira-sthanaka’ aspect, Visnu must be represented in standing 
posture. There are different views among the authors of Vaikhanasa 


' This temple is praised in the hymns of Nammalvar, Periyalvar, Antal (Goda), 
Kulasekhara Alvar and Tirumankai Alvar. 

* According to the local legend (sthala-purdna), Dandaka is a sage (muni). 
However, the features of this icon such as karanda-makuta and ornamentation do 
not tally with the description of sages generally found in the Vaikhanasa treatises. 
This must be of Ananta. 

> This is one of the three-tiered temples dedicated to Visnu. This temple belongs to 
the middle Cola period. 

*S.R. Balasubrahmanyam, op. cit., p.316. 

> KLA.12.20-21; SAA.20.17-18; VAK.19 p.94, VAI15 p.48; YAJ.15.19-21a; 

EHTII.2 p.19. ; 
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treatises regarding the presence of consorts ie. Sridevi and Bhidevi 
probably as worshippers as described in Vira-asana aspect. The presence 
of his consorts is prescribed in Vaikhanasagama text but not exactly 
described.’ The usual attributes cakra and Sankha are optional but they 
cannot be avoided in the four-armed form. The icon with the attributes 
cakra, Sankha, gada and padma’ must be installed if the aim is victory over 
the enemies, asserts Kriya@dhikara. As per Khilddhikara, the icon of Vira- 
sthanaka, adorned with all sorts of ornaments, must be established without 
the clustering icons in daivika-pada.’ Vira-sthanaka form of Visnu must be 
set up outside the grama.* 


The icons occurring together are - the fanners’ Kiskindha and 
Sundara, the child ascetics Sanaka and Sanatkumara and the luminaries 
Surya and Candra, all floating on the posterior wall, in addition to the 
ascetic worshippers i.e. Bhrgu and Markandeya. Vira-sthanaka, 
accompanied with the entire clustering icons is considered the uttama type; 
madhyama grade is deprived of the fanners and the child ascetics; and the 
adhama type does not include any of them. 


In Vaikunthavasa Perumal Temple at Nemali near Tiruttani in 
Tamil Nadu, an icon probably of Vira-sthanaka (Plate XI-a) remained 
outside the sanctum sanctorum.° The standing icon of Visnu carries cakra 
and sankha in the backhands. The front right hand is in abhaya and the 
front left holds gada with its bulbous end down.’ The icons of two sages, 
both in ekajanukrama pose, accompany the central icon. This tallies with 
the description of Vira-sthanaka found in Kriyddhikara. 


' In Vira-dsana aspect, the icons of Sridevi Bhiidevi are in ekajanukrama posture 
occupying the place of the worshippers. The same can be adopted here also. 
* BCS.17.22.  Etadeva bhavet sarvam Sankhacakragadabjadhrk / 

Harirevam visesah syat; 
> Both the placement in daivikapada and ornaments differentiate this icon from 
that of abhicarika which is to be installed in paisaécapada. 
“VAK.19 p.91. 
> According to the word ‘vydjinibhyam’ found in Vimandarcandkalpa (V), the 
fanners must be female. As such, a set of female fanners is to be added. 
° This icon might have been the older one established in the sanctum sanctorum. 
However, this could have been replaced with the Bhoga-dsana icon by the time of 
Aparajitavarman (c. 885-903 AD) of Pallava dynasty. 
’ Generally, the icon of Visnu holding the attribute gada (mace) is of Paficaratra 
type, as per the descriptions of Vaikhdnasa treatises. As such, it is possible to infer 
that this temple could have been in Paficaratra mode of worship and later was 
converted to Vaikhanasa system; hence, this icon might have been replaced with a 
new one currently under worship. Alternatively, the replacement could be due to 
mutilation of the icon. ; 
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The icon of standing Visnu in Saranatha temple at Tiruccherai 
(near Kumbhakonam) can be taken as an example of Vira-sthanaka Visnu 
based on the concept that the vira aspect of Visnu may be accompanied 
with the consorts i.e. Sridevi and Bhiidevi as worshippers in ekajanukrama 
pose. In this temple praised in the hymns of Tirumankai Alvar, the icons of 
the consorts i.e. Sridevi and Bhiidevi are depicted in ekajanukrama pose 
with afijali-mudra on both the sides of the standing figure of Visnu. One of 
the female icons is the river Kaveri as per the local legend (sthala-purana). 


Abhicarika-sthanaka 

The icon of Abhicarika-sthanaka,’ also known as Viraha-sthanaka 
or Viraha-sthanaka, may have two or four hands. The icon is deprived of 
any other subordinate or accompanying deities. Atri observes some other 
authorities holding the view that the worshippers Bhimi and Markandeya 
must flank Viraha-sthanaka optionally with cakra and sankha, but his 
consorts are absent.” This is to be installed in the paisdca-pada,’ but any 
place according to Yajnadhikara, on the outskirts and in the direction of 
the enemy. Abhicarika-sthanaka form of Visnu must be set up in the 
forest, on hilltop, jala-durga on the outskirts of the kingdom in such a way 
the icon faces the direction of the enemy’s region.’ 


This three-eyed’ one must have the complexion’ of dhumra or 
dhiima (grey or smoky) and is clothed in white or Syama colour. The icon 
is depicted with shrivelled face and limbs and dark (Syama) lips,’ all of 





! KJK.53 p.93; SAA. 20.17-18; VAI15 p.48-49; VAK.19 p.94; YAJ.15.21b-23a; 
EHI. App. 1.2. p. : 

The term ‘viraha’ used by Atri creates a doubt whether this description is of 
abhicarika type. 
> The term ‘paisaca-pada’ means the last row of squares in padavinydsa of both the 
garbha-grha and the town. 
“VAK.19 p.91. 
> The word ‘ardhva-netra’, ‘iirdhva-drk’ and ‘iirdhva-drst’? may mean also the 
upward-sight. The presence of third eye on the forehead is not prescribed in the 
Vaikhanasa treatises even for the icons of Siva. The icon of Narasimha is not 
described in these texts but the Paficaratra texts prescribe three eyes to Narasimha 
and Sudarsana. The earliest three-eyed Vaisnava icon in South India is that of 
Narasimha in the Narasimha rock-cut cave temple at Singaperumal Koyil near 
Chennai in Tamil Nadu. 
° The adjective ‘suklanga’ in the Yajfiadhikara is also suitable, for the body in 
white shows also absence of vital energy. On the other hand, the word may be a 
corruption of the word ‘suskariga’ or scribal error generally found in other texts. 
7 BCS.17.23-24: paisacapadasamsritam / 

Dhimravarnam viriipangam Syamavastram bhujadvayam // 
Urdhveksanam (sa)suskangam Suskavaktram tamogunam /+ 
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them suggesting the association with the quality of tamas. The structure 
should not have any symmetry or other ornamenting characteristics. The 
icon should be consecrated in the night on inauspicious asterisms such as 
Ardra, Mila and Aslesd. 


One of the important aspects of Abhicdra icons is its installation 
during cararasi. Any power instilled during this time never remains long. 
Hence, the power of abhicara remains until the purpose is served. Such 
icons made of flimsy material could have perished. On the other hand, the 
icon made of durable material could have been later converted to one of 
the auspicious types, as there is provision to renovate and consecrate such 
icons. This is one of the plausible reasons as to why no icon of abhicarika 
variety could be identified so far. 


Banerjea identified an icon (7" century AD) of Abhicarika- 
sthdnaka at Chaitanpur (Burdwan, West Bengal), now housed in the Indian 
Museum, Calcutta. He observes, “The four-armed Vishnu is shown almost 
fully in the round with a partially broken halo at the back of his head, his 
back hands resting on the heads of the Ayudhapurushas Gadadevi and 
Chakrapurusha, the front hands holding a lotus-bud and a conch-shell; he is 
very sparsely ornamented. The curious string of amulets worn round the 
neck in place of the usual hara and vanamala, his elongated and drawn 
face, the strange mode of dress, the prominence given by the artist to the 
depiction of bones and muscles and the lean belly, all these features appear 
to characterize the Vaikhanasdgama description of the Abhicharika- 
sthanakamarti of Visnu.”' However, his view requires some examination. 
First, it is doubtful whether the Vaikhanasa concept existed in North India 
and Bengal where Paficaratra Agama works had been prevalent at least 
right from the period of Mahabharata. Secondly, the icon pointed out by 
him has one of the auspicious characteristics i.e. vanamald and it holds the 
attributes. Undoubtedly this icon could have been inferior product of art of 
Gupta period. 


Asina (Seated) icons 
The icons of Visnu in dsana (seated) posture benefits in fulfilment 
of the desired things and promotion of punya.” Kasyapa mentions four 
types of seated icons viz. yoga, sukha, bhoga and vira whereas Marici 
mentions four types viz. yoga, bhoga, vira and abhicarika.’ Atri describes 





Samharasthanamityuktam sarvasamharakaranam // . 
! J.N. Banerjea, Religion in Art and Archaeology (Vaishnavism and Saivism), p.29. 
* SAA.20.42a. 
3 KIK.53 p.93. 7 
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three types i.e. yoga, bhoga and vira.' Seated (dsina) icon of Visnu must be 
set up in the temple preferably on the northern side of madhya-vithi 
(central road/street).” The icon of Visnu seated on Ananta must be set up 
in the temple situated on the western side of the village.’ 


Yoga-asana 

In the aspect of Yoga-dsana, Visnu, well adorned, is represented 
without his consorts Sridevi and Bhidevi, sitting on the cushioned 
simhasana, with his left leg folded and made to rest on the seat and his 
right leg thrown down, apparently in sukhdsana posture. This four-armed 
deity holds cakra and sankha on the backhands. His right hand bears 
svagata gesture and his left one is katyavalambita pose. On the left, the 
sage Markandeya, with his hands in puspdfijali gesture, kneels on one 
knee (ekajanukrama). Bhrgu or Ila (Bhtmi) is on the right, kneeling on 
one knee. Their icons are placed in between the kautuka icon and the 
sidewalls. 


Another different but interesting form of Yoga-asana is found 
described in the treatises. In this, Visnu’s complexion is white and he is 
clad in yellow or white garments with white uttariya. His eyes remain 
somewhat closed. He has jata@mauli and is adorned with upavita and the 
ornaments such as kundala, angada and hara. He is depicted seated on a 
white lotus in the brahmasana yogic posture, folding both his legs and 
placing the right leg above and the left one below it, obviously in ardha- 
padmasana posture.® His front left hand is placed on his waist or lap’ or 
on his thigh. There is no remark about the front right hand but it can be 
taken as bearing dhydna or vyakhyana gesture generally observed in the 
icons of the ascetics. According to Yajfiddhikara and Vaikhdnasagama, 


" SAA.20.19a. 

* YAJ.2.18b. 

* KLA.2.59b. 

4KIK.54 p.93-94; KLA.12.23b-27a; SAA.20.19b-20; VAK.19 p.95-96; VAI.16 p.49; 
YAJ.15.23b-27a; EHT. 1.2 App. p.20 

° The phrase ‘puspafjali-samanvitam’, being in masculine form, is applicable to 
Markandeya but nothing is stated about Ila (Bhidevi). Hence, her hand gestures 
are not clear. As the scribal errors are not uncommon in the texts, it may be taken 
as ‘puspdhijali-samanvitaw in dual form as adjective to both. If so, Bhiidevi also 
must be represented with her hands bearing puspanjali gesture. 

° This is generally known as ardha-padmasana in which both the legs are folded 
and placed one above another. In padmdsana both the legs are kept equally with 
both the soles turned upwards. 

’ Vimanarcanakalpa text is silent about the lower right hand. As it is of yogic 
posture, one may take it to be on the lap as we find in the monuments. 
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both his front hands are placed on his lap in pallava gesture that is 
normally found in the yogic forms.’ He is four-armed but his usual 
attributes cakra and Sankha are absent in them but are present on the right 
above” Of course, Vimandrcanakalpa does not indicate as to what the 
backhands hold in them. Vaikhdnasdgama text specifies that the hands 
remain in the space above without the attributes cakra and sankha. 
However, Yajfiadhikara clarifies that his upper hands must be depicted as 
if they are engaged in arranging his jata@mauli in shape. 


Brahma and Sankara, with their standard attributes and features, as 
described in Yoga-sthanaka, exist on the right and left, next to the 
sidewalls. The luminaries Candra and Sirya and the child sages Sanaka 
and Sanatkumara must appear above hovering on the rear wall. Yoga- 
asana form, consisting of the above eight members, is of uttama grade; it is 
of madhyama variety in the absence of the luminaries and the child 
ascetics; and it is of adhama grade if deprived of the worshippers and also 
the clustering icons described above. 


There are three Yoga-d4sana panels in the Vaikuntha Perumal 
temple at Kanchipuram, two on the external wall of the sanctum sanctorum 
and the third one on the interior side of the enclosure wall. In one panel, 
four-armed Visnu is depicted in utkatika posture with yoga-patta (Plate 
XII-a); two figures are shown in utkatikasana below Visnu’s seat and one 
figure is in standing posture in supplication with afjali-hasta. In another 
panel (Plate XII-b), Visnu, adorned with jata-makuta, is represented in 
sukhasana but with erect yogic posture placing his folded right leg on the 
seat and letting left leg down; his left hand is on his lap as pallava- -hasta’ 
and his right hand bears cinmudra (jfidna-mudra); two figures are shown 
below in utkatika posture. Candra and Sirya in supplication with ajijali- 
hasta are shown above. In the third panel (Plate XII-c), Visnu, adorned 
with jata-mauli, is depicted in ardha-utkatika posture with yoga-patta; his 
left hand, as danda-hasta, rests on the raised left knee. As the panel is 
corroded, all the details are not completely visual. 


1 BCS.17.12a. Pallavau yonimiilasthau kartavyau parahastakau / 
Sankhacakradharau vamavamau stam katakau ca va // 

? The attributes cakra and sankha may be depicted in their form. Alternatively, 
both of them may be represented in the human form. Both these types are found 
in the monuments. One can notice in the rockcut relief icons at Namakkal that 
cakra and Sankha are depicted a little above the fingers of kartarimukha-hasta. 
However, this type of depiction is not possible in round (itra) sculptures. 

>In yogic posture, both hands are placed on the lap as pallava-hasta in case the 
icon is in padmadsana or ardha-padmasana. However, in the yogic posture of 
sukhasana style, one hand is placed on the lap. 7 
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Bhoga-asana 

In the icon of Bhoga- asana,’ also termed Sukhasana,” Visnu is 
accompanied by the icons of goddesses and other deities. In order to 
maintain the bhoga concept appropriate, the goddesses Sridevi and 
Bhidevi must be represented on the same seat, on the sides of the central 
icon, at some distance but not exceeding the measure of four ‘alas and two 
yavas ie. 48.25 angulas’ or basic units applied to the central icon. 
However, addition of one-fourth of the same distance is admissible. 


Visnu’s icon is depicted sitting in sukhdsana fashion with his right 
leg let down and the left leg folded and placed on the seat, probably in 
lalitasana or irdhvajanu. The upper pair of hands carries cakra and sankha 
in them.’ The front right hand bears abhaya or varada gesture and his left 
hand is in sinthakarna pose and placed on his waist or lap. The icons of 
consorts i.e. Sridevi and Bhidevi, both seated in sukhasana posture, should 
be set up on the sides of the central icon as if both of them look at the 
central icon.® Sridevi must be shown seated with her right leg dangling 
down and the left one bent and placed on the seat. Her right I hand holds a 
lotus and the left one is in katyavalambita or irunyasta pose.’ Bhiidevi is 
represented in seated posture with her left leg thrown down and right one 
folded to rest upon the seat.* She holds a lotus in her left hand and her 





! KIK.53 p.94; KLA.12.27b-39; SAA.20.21-25a; VAK.19 p.95-96; VAI.16 p.49; 
YAJ.15.27b-34a; EHI. 1.2 App. p.21. 

? Kasyapa takes Sukha-asana as a separate one of the varieties of seated icons. 

3 A tala means twelve avigulas, the normal measure of the face of icon. The 
distance is proportionately four times the measure of the face Le. fortyeight 
angulas and in addition two yavas i.e. one fourth of angula. 

4 BCS.17.18a. Sankhacakragadapadmadhari va sankhacakrayuk. 

> The literal meaning of the term ‘katinyasta’ meaning ‘placed on the hip or waist’ 
may not be taken, for normally the simhakarna gesture is placed at the distance of 
six to eight arigu/as in the seated posture. The meaning of a@runyasta meaning 
‘placed on lap or thigh’ in the seated posture is also practicable and found in many 
monuments. This gesture too is difficult to be depicted separately in the icons of 
stone, stucco and clay. Hence, the same is always depicted adjacent to the nearest 
part of the body in order to gain support. In metal icons, the prescriptions of these 
Besuulres are accurately followed. 

° The i icons are set up in ardharjv agata or sdcikrta way of disposition (sthana). 

’ The position of hands may be vice versa. The passage from the Yajnadhikara 

seems to be erroneous as it prescribes the flowers in right hand of both Sridevi and 
Bhidevi, which is not practicable at all. 
8 There is no hard and fast rule regarding the folded legs in the Vaikhanasa 
treatises. In sukhasana, the folded leg is placed on the seat horizontally. Or their 
folded legs may remain upright or slant. Both the methods are found in the 
monuments right by the time of Pallavas and their contemporaries. 7 
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right one bears katyavalambita or iirunyasta pose. Their hands, which do 
not bear flower, may bear simhakarna gesture. Alternatively, the same 
may be placed on the lap or on the simhdsana, perhaps as nidrahasta, states 
Marici. The icons of Brahma and Sankara are depicted particularly in 
seated posture on right and left respectively. 


Jaya, with syama complexion and clad in puspavastra, and 
Bhadraka, red-hued and clothed in yellow, are the fanners standing on the 
right and left behind simhasana expressing reverence in their attitude. Jaya 
holds camara (flywhisk) in her right hand whereas Bhadraka holds the 
same in her left hand. These two may be replaced with Kiskindha and 
Sundara. The fanners Maya and Samhladini, holding white camara, may be 
represented next to the right and left sidewalls’ respectively, both looking 
at the central icon. Siirya and Candra, both clasping their hands over their 
head in afijali-mudra, apparently mastiskafijali or mastakafjali pose, may 
hover above on the hind wall on the right and left respectively. There 
appears above on the back wall the celestial tree Kalpaka, possessed of 
variety of flowers and tender leaves, and also over the central icon, a 
parasol (chatra) with the radiance of moon. A radiant halo must appear on 
the hind wall exactly at the back of the central icon above its shoulder level 
and around his head. The grading of Bhoga-dsana is same as that of Yoga- 
asana. 


The Bhoga-asana icon of Visnu is common in many temples in 
Tamil Nadu most of them can be easily ascribed to the period earlier to 8th 
century AD evidenced with the hymns of Tirumankai Alvar. Some of them 
are — dhruva-bera in Nilamegha Perumal temple at Tanjavur (Plate XV-a), 
Irunta Nambi temple at Tirukkurunkudi (Plate XV-b) and Vijayasana 
Perumal temple at Varagunamangai (Plate XVI-a). 


A beautiful and large Bhoga-dsana icon is established in the 
garbha-grha of the lower tier in Kutalalakar temple at Madurai. The icon 
of Visnu is depicted in sukhdsana posture. The attributes cakra and Sankha 
are carried on the backhands. The front right hand bears abhaya and the 
left one bears Ghiiyavarada or sirnhakarna gesture. The goddesses Sridevi 
and Bhidevi are depicted seated on right and left respectively in the same 
seat. A beautiful Bhoga-asana icon is installed in the garbhagrha of the top 
floor in Saumyanarayana Perumal temple at Tirukkottiyur. The figure of 
deities, sages and others are depicted in painting on the sidewalls. 


! The term bhittiparsva may mean painting and relief against the sidewalls as well 
as free sculptures placed next to the sidewalls in the disposition 6thana) of 
parsvagataparavrita. 
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A stucco-plastered stone panel of Bhoga-d4sana Visnu in the 
Vaisnava rock-cut cave temple at Malaiyadippatti is noteworthy for the 
ornamental work and fine art work (Plate XIV-a). A beautiful panel of 
Bhoga-asana in cave XIV (Ravan-ki-khai) at Ellora (Plate XIV-b) is 
remarkable for the sitting posture of Visnu and his consorts (Devi) in a 
natural manner, which is obviously bhoga-dsana; however, this type is not 
applicable in the sanctum sanctorum, for the sthdnas (position of angle) are 
very significant in placing the icons in the shrine. 


In Vaikunthavasa Perumal temple of the Pallava ruler 
Aparajitavarman (c. 885-903 AD)’ at Nemili (near Tiruttani, Kanchipuram 
district, Tamil Nadu), one can find a beautiful Bhoga-asana Visnu (Plate 
XIV-c), with a long kiritamakuta, depicted sitting in sukhdsana posture. 
His upper right and left hands carry prayoga-cakra and sankha (with 
clockwise spiral). The lower right hand is in abhaya and the left one is in 
Ghiiyavarada or simhakarna gesture. Sridevi and Bhiidevi are depicted 
sitting on the same seat on right and left respectively. They are depicted in 
sitting posture placing the foot of inner leg on the seat and letting the outer 
leg down. Their inner hand holds a flower and their outer hand rests on 
the seat. 


A beautiful group of Bhoga-asana Visnu (c. 1025 AD) found on the 
second floor in the Gopalasvami temple at Mannarkoyil (near Tirunelveli)’ 
is noteworthy. The seated icon of Visnu is accompanied with the seated 
icons of Sridevi and Bhidevi. All these icons are made of stone with stucco 
coating. The icons of the worshipping sages Bhrgu and Markandeya are in 
parsvagataparavrtta mode of disposition. The icons Siva on Kailasa and 
Brahma are in portrait form on the left and right sidewalls. 


The icons of seated Visnu accompanied with Sridevi are common as 
kostha-devatas (niche-sculptures) also in Siva temples. One of the beautiful 
panels is noticed in the southern gallery of Kailasanatha temple at 
Kanchipuram (Plate XI-a) and most probably this is the earliest 
representation in this style which is almost same as that of Somaskanda 
panel (Plate LI-b) of the Pallavas. 


The icon of Bhoga-4sana Visnu is common also on the 
superstructure (vimana) above the garbhagrha of the Siva temples 
probably right from the time of Colas. A beautiful icon of Visnu with his 


' The earliest inscription found in the temple belongs to 905 AD. 
* §.R. Balasubrahmanyam, op. cit., p.314. 
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consorts is noticed on the western griva-kostha of Vachisvaram temple (c. 
1012-1044 AD) at Tiruppasur (near Chennai). 


Vira-asana 

Vira-dsana posture is especially meant for the icon of Narasimha, 
remarks Khiladhikara. In this aspect, Visnu is depicted accompanied with 
Sridevi and Bhidevi not as consorts but as the worshippers, in 
ekajanukrama style. Kasyapa quotes opinion of some others who feel that 
Vira-dsana icon, unaccompanied by the goddesses, mans be accompanied 
with the worshippers Mahi ( uncial and Markandeya.” 


In the icon of Vira-dsana,’ Visnu is represented sitting with one of 
his legs folded and placed on the seat and another one dangling down.’ 
Alternatively, the icon is represented sitting on simhdsana keeping both his 
legs on it, obviously in utkatika, svastika, ardha-utkatika or lalita’? posture 
in which his legs can remain fastened to his thighs with a cloth-band 
around. Utkatika and svastika postures are apt for the placement of his 
straight stretched hands on his knees, like gajahasta or dandahasta.’ The 
four-armed icon is depicted with the attributes cakra, Sankha, gada and 
padma if it is installed seeking victory over others. The goddess Bhami and 
the ascetic Markandeya should be depicted in the worshipping stance, both 
with their hands in puspanjali gesture. 


According to Marici,’ the icon of Visnu, with coral-red (pravala) 
complexion® and clad in garments of syama colour, is depicted sitting on 
padmasana (lotus-seat) on simhasana’ keeping both his legs, by folding 
well his left leg and stretching a little his right one out, evidently in Jalita 
posture, flexing the left leg high and the right one horizontally, as in 





' Tbid., p.298. 
2 Another reading of Vaikhanasagama in Rao’s appendix includes Sridevi and 
Bhidevi. 
3 KIK.53 p.94; KLA.12.40-41; SAA.20.25b-27; YAJ.15.34b-37a; EHI. 1.2. p.22 
4 Khiladhikara mentions this posture as followed by some other authorities. 
5 These four are yogic postures. In ardha-utkatika and lalita postures, one leg is 
fastened with cloth-band (patta) to the body whereas in other two postures the legs 
placed cross-wise are fastened with the cloth-band generally called yoga-patta 
around the thighs or the waist in both the cases the clothband runs around also 
the fore-legs. 

® Atri mentions this as a way of depiction of others. 
7 VAL16 p.50; VAK.19 p.96; VAK.(V).19 p.82. 
® This complexion is supposed to indicate rajo-guna, necessary for the heroic 
postures. 
? ‘Simhasane uparistat padmasane’ must be same as padma-simhasana decenibed’ in 
the treatise of Marici. t 


144 VAIKHANASA ICONOGRAPHY 


maharajalilasana. Of the four arms, he holds cakra and sankha in the 
upper hands and abhaya and simhakarna' gestures in the lower right and 
left respectively. Sridevi on the right and Bhidevi on the left occupy the 
place of worshippers, kneeling on one knee, both in parsvagataparavrita 
mode of disposition. The icon of Markandeya or Manu’ must be placed on 
the right of Sridevi and that of Brahma on his right. The icon of Bhrgu is 
set up on the left of Bhidevi and that of Sankara next to him in order. The 
clustering icons hovering on the posterior wall are the chowrie-bearers Rati 
and Vani,’ the celestial musicians Tumburu and Narada, the luminaries 
Surya and Candra and the child ascetics Sanaka and Sanatkumara. With all 
the clustering ones, Vira-asana is of the uttama grade; the madhyama grade 
does not consist of the musicians, the ascetics and the fanners; and the 
adhama grade is dispossessed of all. 


Icon of Vira-asanamitrti, in dhruva form in the true sense 
prescribed by the Vaikhanasa works, is hardly found anywhere inside the 
sanctum sanctorum. Perhaps such an icon might not have been worshiped 
by all but the rulers. Some of them could be found and identified in the 
temple premises, in the niches and ancillary structures. On the other hand, 
such icons are found in caves of south India, also as an icon exhibiting the 
various forms of Visnu, adored and known by the locals. 


The dhruva icon in the garbhagrha in the lower tier of the 
Vaikuntha Perumal temple (Paramesvara Vinnagaram) at Kanchipuram (c. 
750-796 AD) appears to be the earliest of Vira-Asana icon (Plate XVI-b). 
The icon is in sukhasana posture holding cakra and sankha on the 
backhands. No accompanying icon is found beside. As Tirumankai Alvar 


' If the left leg is flexed high, the simhakarna gesture may be placed on his knee. 
Alternatively, his left hand may be like dandahasta with kataka gesture but 
simhakarna is not applicable, for simhakarna-mudra serves the purpose of 
ahiyavarada i.e. ahvana (invitation) and varada (bestowing boon) only if the palm 
is turned out. Both of them are found practicable in sculptures in spite of his left 
hand being placed on his left knee 

? The term ‘manw’ in Vimanarcanakalpa (V) is taken as ‘muni’ meaning the sage 
who must be Markandeya who is the companion of Bhrgu in general. 

3 Rao’s appendix mentions the word ‘girvanyaw’ whereas Vimanarcandakalpa reads 
the word ‘girvanim’. In such case, Rati can be omitted. But the word ‘Gih’ and 
‘Vani’ being synonyms makes no different sense. : 
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also states that the Pallava ruler ParameSvaravarman' was benefited with 
the deity of this temple,” it is possible to take this icon to be Vira-dsana. 


Another icon of Vira-dsanamirti*? is found in a panel in the same 
temple Plate XII-d). Visnu is depicted sitting on the coils of Ananta who 
also forms a canopy over the head of the former. The left leg is folded and 
placed at slant angle with the foot resting on the pedestal more or less as 
ardha-utkatikasana. The right leg is let down. The attributes cakra and 
Sankha are carried on the backhands whereas the lower ones rest on the 
pedestal as a support to his body as nidrahasta. A female figure, probably 
Bhiidevi, is depicted standing with anjali gesture.’ Another figure, 
probably a sage, is represented in ekajanukrama, kneeling on right knee. 
His right hand is in attitude of holding an object, which must be a flower. 
Nandivarman II Pallavamalla, whose accession to the throne was not 
trouble-free, could have created this panel, in order to gain power and 
victory over his enemies, while constructing this temple. 


One of the beautiful figures of Virasana Visnu at Badami° (Plate 
XIII-b), identified by Rao as Bhoga-asanamirti, is noteworthy, also for the 
spread of Vaikhanasa concept in the Calukyan domain. Visnu is depicted 
sitting on the three-folded couch of Ananta, who also serves the purpose of 
canopy over the head of the former. Both the legs of Visnu are on the 
couch, the left one folded and placed horizontally and the right one flexed 
high, apparently in mahdardjalilasana. The upper right hand -carries 
prayoga-cakra and the left one holds sankha. The lower right hand is in 
varada-mudra and the left one is placed on the lap. A female figure, 
obviously Bhidevi,’ is represented kneeling on one knee, on the left 


1 This ruler may be ParameSvaravarman II (c. 728731 AD) or Nandivarman II 
Pallavamalla (c. 732-796 AD) whose pre-coronation name is also Paramesvara. 

? It is possible to identify this icon to be Vira-asanamirti, for Kanchi was under 
attack by the Calukyas during this time. Moreover, in c. 731 AD, Calukya 
Vikramaditya invaded Kanchi and caused confusion and anarchy. (Cf. K.R. 
Srinivasan, op. cit., p.9). 

* Champakalakshmi (op. cit., p.179) identifies this to be Adimiurti. However, the 
posture and position of the accompanying icons confirm this to be Virdsanamwurti. 
Ananta’s presence is not prescribed in the Vaikhanasa treatises but it must be the 
influence of the Alvar’s hymns that Ananta is serving the purpose of His seat, 
parasol, and so on. 

* The worshipper, with afjali-mudra, may remain in ekajanukrama, utkatika, 
svastika or padmasana and also in standing posture. 

5 K.R. Srinivasan, op. cit., p.9. 

° Rao (EHI, 1.1. pl.XXV) identifies this to be Bhoga-asanamirti perhaps because 
the icon is depicted as seated on bhoga (couch) of Adisesa. 

7 This is based on the rule and custom to depict Bhiidevi on the left side of Visnu. 
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below. Another icon, depicted below sitting in a way that the left leg is 
folded and right one flexed high but the right sole across the left leg, is 
Garuda.’ He is depicted with prahvanga-ajijali gesture.” In Vira-dsana 
panel (Plate XIII-a) in the rock-cut cave at Tirupparankunram (near 
Madurai), Visnu is depicted in sitting posture on Sesa-bhoga:; Bhidevi is 
shown below the serpent-couch holding the right foot of Visnu which is let 
down; Garuda is shown on the left side below with afijali-hasta; both of 
them are in ekajanukrama sitting posture. Another Vira-asana (Plate XIII- 
c) is in Huchchappayanatha temple at Aihole wherein Visnu is shown in 
sitting posture in the style of mahdrdjalilasana; four female attendants are 
shown on the sides. 
Abhicarika-asana 

In the Abhicarika-dsana aspect,’ Visnu is represented sitting alone 
on vedikdsana* with two or four hands and three eyes. Endowed with the 
attribute tamas, he is of red or blue complexion with garments of syama 
colour. The icon is not clustered with any other icons of other deities. This 
is placed in paisacapada in the structure devoid of beauty and symmetry. 
The icon is installed in the night of an inauspicious asterism and times such 
as krsnapaksa and astami in the months generally prohibited for auspicious 
ceremonies. The icon is set up facing the direction of the enemies. 


According to Yajriddhikara, the Abhicarika-dsana icon, also called 
Viraha-asana, may be accompanied by the deities Brahma etc. occurring 
together in the sanctum sanctorum. In such case, the clustering deities are 
represented as citrardha (relief) or citrabhdsa (drawing) on the wall with 
the same material used for the main figure. This is meant to remove the 
problems faced in one’s place as well as to acquire strength. 


Sayana (Recumbent) icons 
The sayana form is a unique feature of Visnu. This posture is 
applicable only to the dhruva icons of Visnu. The installation of sayana 
(reclining) forms of Visnu is prescribed for prosperity, immortality 
(avindSana), union with the Supreme One (yoga) or moksa.? Kasyapa and 


+ Champakalaksmi (op. cit., p.179) identifies this icon to be of goddess while 
describing it as Adimirti but the reason is unknown. 

? In prahvanga-afijali gesture, the hands are folded and placed across the chest and 
the body is bent slightly forward. 

> VAI16 p.50; VAK.19 p.97; YAJ.15.37b-41a; EHI. App. 1.2. p.26 

“ Vedikasana is a simple pedestal or seat without much ornamentation. 

> KIK.39 p.72; SAA.20.42b. 
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Atri mentions three types of Sayana icons viz. 084 bhoga and vira 
whereas Marici prescribes one more viz. abhicarika.’ 


The icon of Visnu reclining on Ananta-sayana may be set up in the 
structure anywhere in the village but facing the village.” The same is 
commendable on the southern side of the madhya-vithi in case it is meant 
for virya (valour) and vijaya (victory).° 


There is no specific rule found in Vaikhdnasa treatises that the 
recumbent icon should have the left side inclination. However, there are 
some codes regarding the direction on which the head should be placed* in 
addition to the facing direction of the icon. In recumbent form, the icon 
established with its head placed on the east causes peace, victory on the 
south and prosperity if it is on the west. The head should not be on the 
north, for it is considered abhicarika. In the temple, with the entrance on 
north, existing on the south of the village, the head should be on the 
eastern side. The head of the recumbent form should be on the south if the 
temple facing the east is on the west of the village. In the temple, with 
entrance on the south, located on the north of the village, the icon must 
have its head to the west. In no circumstance the recumbent icon should be 
established with its head on the north.* In all the types, the icon of Visnu 
must be set up facing the village. However, the dhruvarca icon is not to be 
in recumbent posture.® 


Yoga-Sayana 

In Yoga-gayana’ feature, Visnu is depicted recumbent on Ananta’s 
couch (Ananta-Sayana). The ascetics Markandeya and Bhrgu, in 
worshipping attitude, should be present. The goddess Bhidevi may occupy 
the place of Bhrgu. 


The height of the couch formed by Ananta must be one third of the 
total height of the recumbent icon. It should have three-fold coil with the 
colour of yellow or white. The hood consisting of five heads serves the 
purpose of canopy above the head of the recumbent. 





! KIK.53 p.94; SAA.20.28a; VAK.19 p.91. 

* KLA.10.60a. 

* KLA.2.61b. 

“ VAK.19 p.92. 

> As per the rules found here, there is no hard and fast rule that the temple 
accommodating the sayana icons should be in the middle of the village ie. 
brahmapada. Practically, we find the temples of the recumbent icons built in the 
middle in the towns such as Srirangam, Srivilliputtur and Tiruvallur. 

° VAI.10 p.35; VAK.15 p.69. 

1 KIK53 p.94, KLA.12.48b-65a; SAA.20.28b-33a; VAI17.50; VAK. 19 p.98; 

YAJ.16.1b-8; EATLI.2 App. p.23. ; 
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Visnu’s complexion is sasya-syama or pitasyama. Two eighth of the 
total height of Visnu, but one third of total measure according to Bhrgu, on 
his upper part, are raised up whereas the rest of the body remains flat on 
the couch. Natamdna' is three angulas so the icon is in abhanga style with 
a slight flexion of the body, resembling the shape of the bow and the body 
tilted sideward slightly towards the door, normally called adha-ardha- 
Sayana posture, for both the reasons. The total length of the icon from 
usnisa to the foot ic. 124 angulas becomes three angulas short with 
reference to the brahmasitra or madhyasiitra on account of the flexion of 
the body. 


The head of Yoga-sayana icon must be depicted facing upwards 
with the eyes somewhat opened. Both the legs are well outstretched. 
Alternatively, his right leg may be stretched well straight whereas his left 
one is extended with a slight bend at the knee or folded well and placed 
across the right leg.” The inter-space between the two toes is twnety 
angulas, four angulas in between the bottom of soles and fourteen arigulas 
in between the kneecaps. The icon is found both with two or four arms but 
without his unique attributes i.e. cakra and sankha. His left hand is 
stretched parallel to his body as aruprasarita or katyavalambita’ gesture, 
possibly and practicably with a gentle bend and rise at the elbow as well as 
the wrist. Alternatively, this may remain raised from the elbow with the 
fingers let down loosely in either pallava, kataka, simhakarna, Ghvdna or 
ahiiya-varada gesture.’ His right hand is placed in between his crown and 
the pillow. Alternatively, it may be placed on the pillow as a headrest to 
raise the crown up. Here it appears that the right hand folded at the elbow 
must be placed on the pillow so that the forearm supports and: holds his 
crown up. His right hand may be stretched well out along his body. On the 
other hand, the same may be extended further to right resting on the head 
of the red-complexioned child Prahlada, decked with all ornaments, 





' The icon may have flexions on its parts of the body generally known asbhanga. 
Due to deviation of the parts of the body from the brahma-siitra or middle plumb- 
line, the total height of the icon, in vertical plane, gets reduced by a fewangulas 
than that of the one depicted straight, with reference to the brahma-sitra. This is 
called natamana or bhangamdna. 

* This mode of keeping one leg across another is not found in South Indian 
monuments of Tamil Nadu and Andhra but in Karnataka, the Deccan and North 
India. 

° The position of this gesture may not be same as that found in the standing icons. 
In the recumbent icons, the fingers are found just placed on the waist or loins 
whereas the same is firmly placed on the hip or dangles along the thigh-in the 
standing icons. 

* These gestures are practically used and found everywhere. ; 
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remaining near equal to the top level of the serpent couch.’ Alternatively, 
the same may be placed on the head of the ascetic Markandeya, kneeling 
on one knee, whose top level is equal to the top of the couch.” 


In the four armed icon, one of the left arms, raised from elbow, 
bears kataka or simhakarna gesture whereas the other is aruprasdrita or 
katyavalambita; and one of the right hands support the head or crown 
whereas the other is outstretched parallel to his body or further to the 
right. 


The four-headed Brahma, with one-fourth height of the 
recumbent, is represented sitting on the lotus originating from the navel of 
Visnu. Brahma, golden-hued, has jata-makuta and is draped in puspa- 
vastra, in addition to the variety of ornaments. In his four hands are held 
his usual attributes aksamala in the right and kamandalu in the left; his 
front right hand bears dlokya-mudraé (cinmudrda) and the left one is in 
katyavalambita gesture. 


Visnu’s five attributes must be depicted in personification next to 
Brahma on the rear wall above. The club (gada) Kaumodaki, the bow 
(dhanus) Sarnga and the sword (asi or khadga) Nandaka are in female 
forms. His cakra viz. Sudarsana is in male form whereas the sankha called 
Paficajanya is in the form of bhiita. Kaumodaki is red; Sarnga is yellow; 
Nandaka is bright white; and SudarSana is of flame colour. All of them, 
decorated with kirita-makuta and stana-bandha,* must be depicted with 
their hands in talaprahara (tadanalpraharana) gesture, expressing the 
defensive attitude and swiftness, perhaps presuming their master be not 
disturbed. Especially the indispensable weapons cakra and Sarikha, well 
adorned and armoured, appear with fierce countenances. Marici includes 
the seven sages, with afijali gesture, hovering above on the hind wall. 





1 The recumbent icon placing one of the hands on the head of some one is very 
interesting. The hand cannot remain without support, for the hand almost is out of 
the support of the couch. The recumbent dhruva icon in the Viraraghava Perumal 
temple at Tiruvallur (near Chennai in Tamil Nadu) is one of the good examples of 
this. 

* The hand hardly remains intact longer without the support if it is out of the 
couch. The head of the sages as resting place of the hand, extended beyond the 
couch of Ananta, is functionally useful to support the hand especially in the icon 
made of stucco, wood or stone. This prevents the hand from damage. 

> BCS text does not include the icon of Brahma seated on the lotus. 

* Stana-bandha generally means breast-band applicable to the female divinities. 
Here, it may appropriately mean uras-siitra or stana-sitra as well as channavira 
which runs across the chest. i 
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The two inseparable attendants of Visnu i.e. white-hued Garuda 
bearing tadana or afijali gesture and Santa (Visvaksena), the renowned 
steward of Visnu’s attendants, must be depicted on the right and left 
respectively. Both of them are decked with all sorts of ornaments but with 
aggressive form and countenances. There appear Kalki on the right and 
Bharati on the left, in addition to personified figures of the four Vedas. 
The goddess Bhimi, with syama complexion and the red-complexioned 
ascetic Markandeya, both fashioned in nava-tala measure, occupy the place 
of worshippers on the left and right respectively, in ekajanukrama posture, 
with their hands in puspanjali gesture. Bhidevi may be replaced with the 
ascetic Bhrgu. 


On the left ic. on the foot-side, are depicted standing the demons 
Madhu and Kaitabha, in gigantic forms, holding their attributes i.e. a tree 
and a club respectively.. The former is red and the latter has syama 
complexion and they are ornamented well. Due to their being scorched 
with the poisonous flames emitted from the serpent Ananta, both the 
demons appear ferocious, in addition to other features ie. red hairs and 
frightful laughter bringing into view their terrible crooked protruding teeth 
(damstra). Their icons only above their knee-level must be depicted, 
indicating that the seawater is just up to their knee-level because of their 
swiftness and colossal form as well. 


According to Marici’s text, Brahma and Sankara, both particularly 
in the seated posture, are to be depicted next to the right and left sidewalls 
respectively, in bhittisthana disposition. The madhyama grade is deprived 
of the seven sages and Visvaksena. The adhama type excludes the 
worshipers and the demons too. 


Yoga-Sayana panels are found almost all regions of India. Some of 
them are — in the shore temple at Mamallapuram (Plate XVII-a), on the 
middle tala of Vaikuntha Perumal temple at Kanchipuram’ (Plate XVII-b), 
Mahisamardini rock-cut mandapa at Mamallapuram (Plate XVII-c), a 
small rock-cut at Mallur (XTX-c), and, on the external wall of the madhya- 
tala sanctum of Vaikuntha Perumal temple at Kanchipuram (Plate XXIV- 
a). The significant Yoga-Sayana rock-cut panels are — at Udayagiri (Plate 


1 The term dandavrksa can be construed in two ways — a) danda (staff or club) and 
vrksa (tree) and b) trunk of tree as a weapon of offense. Usage of the trunk of the 
tree as a weapon is also possible for the demonic creatures as one comes across 
such description in the great epic Mahabharata. 

* This icon found on the ground in the temple premises must have been the one 
consecrated earlier. It appears that the present icon in the sanctum of the temple 
on the middle tala was consecrated when the earlier icon got mutilated or 
corroded. : 
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XXII-a, XXII-b), brahmanical cave at Bhokardan (Plate XXIII-a), cave 
XIV at Ellora (Plate XXIII-b) and a beautiful panel in the Dasavatara 
temple at Deogarh (Plate XXII-c). Yoga-Sayana panels with the 
representation of almost all members as per the Vaikhanasa treatises are — 
in Vaisnava rock-cut temple at Tirumeyyam (Plate XXI), Vaisnava rock- 
cut cave at Malaiyadippatti (Plate XX), rock-cut cave at Singavaram (Plate 
XIX-a, b), Ranganatha rock-cut temple at Namakkal and on the second 
tala of three-tiered rock-cut cave at Undavalli (Plate XVIII). Of them, the 
panel at Tirumeyyam is remarkable wherein the poisonous flames of 
Ananta also are depicted on the posterior wall. 


Bhoga-sayana 

In the form of Bhoga-Sayana’ also called Sukha-Sayana, Visnu is 
depicted with plump and good-looking physical characteristics with two or 
four arms, especially in the company of the goddesses i.e. Sridevi and 
Bhidevi.” 


One third of total height of Visnu, on his upper part, is raised up 
whereas the rest of the body remains flat on the couch, with a slight tilt 
towards the door so that his face remains slightly turned towards the 
onlooker. According to Kagyapa,’ his body must be depicted as partly 
seated and recumbent on the couch. On the right of brahma-sitra or 
madhya-sitra, his face must be depicted deviating three angulas 
horizontally. Natamana is five angulas indicating the icon in atibhanga 
style with maximum convenient flexion of the body hence the posture 
resembles a bow. In two-armed recumbent icon, the right hand serves the 
purpose of headrest. Alternatively, it may be placed on the pillow holding 
his crown. It must be placed in a way to touch his right ear as well as the 
pillow whereas his crown is placed on the pillow. His left hand remains 


| KIK.53 p.94; KLA.12.68-70; SAA.20.33b-38a; VAI17 p. 51; VAK.19 p.99; 

YAJ.16.9-18; EH1.1.2 App. p.24. 

? BCS.16.28-29a: Sri-bhii-sarasvati-Santiscatasro devya eva ca/ 
Avamabahupadabjaparsve laksmi sarasvati // 
Vamapadabhujabhyamsavartini Santirurvara / 

BCS mentions four female deities. This indicates that this text must have been 

influenced by the Paficaratra texts. 

3 In the phrase ‘anantaSayane samasinam pavitri-iiru-nyasta-daksina-padam’, the 

word ‘samasinam’ in accusative case singular is applicable for Visnu. As such, 

Visnu must be depicted in sitting posture and partly reclining. As the scribal errors 

are common in the texts, the entire phrase can be taken to be the compounded 

phrase omitting the accusative case ending ‘am’ in the word Samdsina’. In that 
case, the word ‘samdsina’ is applicable as adjective to Pavitri Le. Sridevi; who is 
seated on the couch keeping Visnu’s right foot on her lap. This tallies with the 

description of second type. 7 
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parallel to his reclining body with a gentle and slight bend at elbow and 
wrist as well. In the four-armed icon, one of the right arms is placed on the 
pillow holding the top part of his crown whereas the other one is extended 
along his body or further right or in any direction conveniently. One of the 
left hands is stretched along his reclining body while the other one, 
vertically raised up from the elbow, bears kataka gesture. His right leg is 
outstretched straight and placed flat but the left one, bent at the knee and 
raised a little, remains deviated from another. In such depiction, the space 
is twenty argulas between the toes, five angulas between the inside of heels 
and fourteen angulas between the knees. 


Pavitri, also known as Sridevi, is represented sitting on the right 
side’ in a very close manner that the side part of her body contacts the 
shoulder or hand of the recumbent. Her right hand holds a lotus and her 
left one is in kataka, katinyasta or irunyasta pose. Bhiidevi is seated on his 
foot-side very close to his right foot that is stretched straight out. She holds 
a lily in her right hand while her left hand is in kataka gesture or it may be 
placed on her waist or lap (katinyasta). 


In another type, both Sridevi and Bhiidevi must be depicted sitting 
at the foot-side of Visnu. In such depiction, his outstretched right leg is 
placed on Sridevi’s lap. His left leg, with a slight fold and raise at knee, is 
placed conveniently on the lap of Bhtdevi, who is seated on the right of 
Sridevi, expressing astonishment in her wide-opened eyes. Both of them 
are engaged in soothingly shampooing the feet of the recumbent. 


On the posterior wall there is depicted Brahma sitting on the lotus 
emerging from the navel of the reclining figure. There hover on the wall 
the five personified dyudhas (weapons), Garuda on the right of Brahma 
and, on his left, the two celestial musicians Tumburu and Narada, both in 
infant form in addition to Asvini-twins, the Lokapdalas, Apsaras and Amita 
(Visvaksena). Above all, there appear Sirya on the right and Candra on 
the left. The ascetics Bhrgu and Markandeya occupy the place of the 
worshipper with Vakratunda and Durga, on the right and left respectively. 
The demons Madhu and Kaitabha, scorched by the poisonous flames of 


' The phrase ‘devasya Sirah parsve Sriyam devim devasya bahusamsprsam’ is very 
interesting to note. The meaning ‘next to head of the recumbent’ may mean both 
‘seated on the right of the recumbent very closely’ as well as ‘seated onany side 
very closely i.e. on the left side of the recumbent’. In the former, Sridevi may be 
set up slightly tilted towards Visnu in ardharjvdgata or parsvagataparavrtta mode 
of disposition or facing frontal ie. in rjvdgata mode. In the latter, she appears 
behind Visnu facing front side in rjvagata mode of disposition. A sayana icon 
found at Visnu Narayana shrine at Badami tallies with the former description. 
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Ananta,’ are at the foot-side of the recumbent icon as described in the 
Yoga-sayana form. As usual, Brahma and Sankara must be represented 
next to the sidewalls with their typical characteristics, particularly in seated 
posture. All the icons of attendant deities may be in citrardha (relief) or 
abhasa (portrait) on the wall. 


The uttama variety of Bhoga-sayana consists of all. The madhyama 
category is deprived of the musicians, Asvins and the Lokapdlakas. The 
adhama type excludes also the worshipers and the celestial nymphs 
(Apsaras) too. 


A beautiful icon of Bhoga-sayana (c. 1025 AD) noticed on the ie 
floor of the Gopalasvami temple at Mannarkoyil (near Tirunelveli)” 
noteworthy, The recumbent icon of Visnu is accompanied with the soda 
icons of Sridevi, Bhidevi and the worshipping sages Bhrgu and 
Markandeya. The icons of Brahma and Siva as Tripurantaka are on the 
right and left sidewalls in citrabhasa mode. 


Vira-Sayana 

In the form of Vira-sayana, Visnu is depicted recumbent on the 
serpent-bed (Ananta-Sayana) facing straight at the door with eyes wide- 
open in astonishment. Two seventh of the total height of icon, on his upper 
part, are raised up whereas the rest of the body remains flat on the couch, 
with a tilt towards the door. The flexion of the body is in sama-bhanga 
style hence the natamana is four angulas causing the posture to somewhat 
resemble a bow. 


The icon of Visnu is depicted with two or four hands. One of his 
right hands holds cakra and the other serves the purpose of the pillow 
supporting his crown. Alternatively, the same may be depicted supporting 
his head to keep his crown from touching the pillow. One of his left hands 
holds sankha and the other is stretched out parallel to his body. As the 
treatises are silent about the exact placement of attributes viz. cakra and 
Sankha, it seems there is no compulsion of placing the attributes only in the 





lIn YAJ, the phrases ‘visajvalaw’ and ‘dahyamanaw’ are very interesting. These 
two are found in other treatises as a compounded phrase as ‘visajvala- 
dahyamanaw’ meaning ‘scorched by the poisonous flames of Ananta’. The YAJ 
text may be erroneous. However, it offers a different meaning. The phrase 
‘visajvalaw’ is an adjective of the demons. In such case, it is quite interesting to 
note that Ananta and the demons have equal level of expressing their attitude of 
anger which balances the panel on both the sides. 

? §.R. Balasubrahmanyam, op. cit., p.314. 

> KJK.53 p.94; KLA.12.65b-67; SAA.20.38-40; VAK.19 p.100; va 17 p51; 

YAJ.16.19-23a; EHI.1.2. App. p.25. 
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upper ones though that is only customary.’ Moreover, unlike in the 
Paficaratra system, the placement of attributes makes no difference in 
Vaikhanasa. 


Both the goddesses Sridevi and Bhidevi remain at his foot-side, 
gently rubbing his feet. The ascetics Markandeya and Bhrgu are the 
worshippers on right and left correspondingly. Vira-sayana includes the 
icons of the two demons at foot-side, Brahma on the lotus issued from the 
navel of the recumbent figure,’ the five personified weapons, Garuda, the 
luminaries i.e. Sirya and Candra, the seven sages, the twelve Adityas, 
eleven Rudras, Apsaras, the divine musicians i.e. Tumburu and Narada, the 
Kinnara couple, the child ascetics and Siva. This is called uttama in nature. 
The madhyama type excludes Rudras, Adityas and Apsaras. The adhama 
variety is deprived of also the Kinnara couple, the child ascetics and the 
worshippers besides those which are excluded in the madhyama grade. 


The icon of Visnu in vira-Sayana aspect in the above description is 
difficult to trace out in the temples and monuments. However, two such 
icons in the temples can be taken as the best examples. The dhruva icon of 
Visnu recumbent on Sesa-Sayana in the Sarngapani temple at 
Kumbakonam, praised by the early Alvars (2"4" century AD), is one 
such. Both the goddesses i.e. Sridevi and Bhidevi are depicted below the 
serpent’s couch. Both of them are in ekajanukrama posture with afijali- 
hasta. Based on the concept that the Vira aspect of Visnu may be 
accompanied with the consorts i.e. Sri and Bhi as worshippers in 
ekajanukrama pose, we may have one more icon from the Parimala- 
ranganatha temple at Tiruvindalur near Mayiladuturai in Tamil Nadu. The 
deity of this temple had been praised in the hymns of Tirumankai Alvar (c. 
gm century AD). Two female figures remain in ekajanukrama pose with 
afijali-hasta on both the sides below the serpent’s couch. These two female 
deities, supposed to be Sridevi and Bhidevi, are currently known as the 
figures of the rivers Ganga and Kaveri as per the local legend (sthala- 
purana). This concept might have come into existence in the post- 
Tirumankai Alvar period, for in some temples situated on the bank of the 
river Kaveri, even the icon of Bhidevi has been named as river Kaveri in 
later times with the development of the local legends (sthala-purana) 
probably after 8 century AD. 





' The sculptors are always admitted to exercise their freedom in deciding as to 
which hand should hold the weapons. The attributes found in recumbent icons in 
various places indicate that no such strict rule was followed regarding the 
attributes cakra and Sankha should appear only on the upper hands but the side is 
generally maintained. 

* BCS, which names this Srsti-Sayana, does not include Brahma on the lotus: 
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Abhicarika-sayana 

In the Abhicdrika-Sayana’ form, Visnu is depicted lying flat in 
sama-Sayana’ posture, without any flexion on the body, placing the head 
on the north,? in deep slumber on the couch of serpent Ananta who has 
two-fold coil of the body with two-headed hood that is not well upraised. 
Ananta does not possess the usual characteristics. Visnu has two or four 
hands and three eyes with emaciated face and body with faded 
countenance due to predominance of the quality of tamas in him.* He is of 
blue complexion and clothed in scanty dark (Syama) garments. No 
attendant deity is depicted together. This is of uttama type. In the 
madhyama type, the serpent has one head and single-fold coil. In adhama 
type, Visnu is depicted lying flat on the ground. 


One can find such abhicara icons set up earlier but later converted 
to normal ones with the development of theological concepts. For instance, 
we can take the reclining form of Visnu at Tiruttankal (in Tamil Nadu). 
The icon of Visnu here is of stone but all other accompanying icons made 
of stucco belong to the later period. The temple at the border of two 
ancient kingdoms i.c. Cera and Pandya might have served the purpose of 
abhicara. It is possible that it was only during the time of Tamil Vaisnava 
saints called Alvars, that the other icons were added to strengthen the 
concept of Visnu being Supreme Being, meant for only sustenance and not 
for destruction. 


In the ancient places or such connected to the Puranic concepts, the 
abhicara theme is not applicable to the icons irrespective of the lack of all 
the required aspects. For instance, one can take the reclining form of Visnu 
in the shore-temple (renamed as Narapatisimha Pallava Visnu-grha later) 
at Mamallapuram. The icon is older than the structural temple constructed 
sandwiching the icon on both sides accommodating Siva. The structural 
construction is ascribed to the Pallava ruler Narasimhavarman Il 
Rajasimha (c. 700-728 AD). Here the reclining icon is not accompanied 
with any other icons. Agamas prescribe that in the abhicara type, Visnu 
reclines on the ground without the couch of Ananta. According to this, the 
icon in the shore temple of Mamallapuram becomes abhicara type, so 





'VAK.19 p.100; VAI.17 p.52; YAJ.16.23-24a; EHI. 1.2. App. p.25-26. 

This is called samhara-sayana in BCS text. 

? Samasayana is almost equal to yogic posture known as Savasana. The whole body 

must remain flat and motionless like a corpse. The legs must be placed without gap 

in between the toes. 

> BCS 16.16: Udak Sirasvamayuktam Sayanam sandhisinyakrt. 
Vastusavyasirobhagam viparitam vinasanam. 

4 Thid., 16.38: Nilavarnasamayuktam rudrarupdadimiurtikam. i 
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assume some scholars.’ However, in this regard, it is not possible to brand 
as such, because this place is connected with the puranic legend that Visnu 
did so in order to satisfy the sage Pundarika. The deity here, right from the 
time of Tirumankai Alvar, has been called ‘Sthalasayana’ meaning 
‘reclining on the ground’ alongwith the place name Kadalmallai i.e. 
Mamallapuram on the shore. It is quite clear that by the time of 
Tirumankai Alvar, the icon had almost corroded. If the icon is abhicarika 
type, construction of the structural temple dedicated to Siva becomes 
irrelevant and also against the prescription of the Agama works. 


Moreover, the icon in the shore-temple is in sama-bhanga (Plate 
XVII-a) which is not sama-sayana as detailed in the texts. The recumbent 
icon of Visnu holding the attributes in the hands are rare in South Indian 
sculptures almost till the end of tenth century. This icon is termed as 
‘arcamurti’ (icon of worship) by the poet Dandin (c. 7-8" century AD) 
who visited this temple as requested by the architect Lalitalaya, in order to 
examine whether the broken hand of the same was repaired well.” 


Therefore, the dhruva icon, under worship in the middle of the 
same town in the SthalaSayana Perumal temple, was constructed in 14" 
century AD as a replica of the one found in the shore-temple, for the 
damaged / worn out icon must be renovated or reconstructed identically. 


Similarly, a terracotta plaque of Sayana-mirti found at Bhaitargaon 
(Plate XXIII-c), identified to be of abhicarika variety, cannot be branded 
so on account of scarce ornamentation. The Vaikhanasa treatises detail a 
number of characteristics of the Abhicarika-Sayana. However, one cannot 
brand an icon just based on one or two characteristics. 





1 K.V. Soundara Rajan, The Art of South India Tamil Nadu and Kerala, p.67 “Its 
position somewhat interfered with the scheme of two temples that Rajasimha 
erected on the shore, probably also utilizing the large rocky outcrop foundation. 
The uniqueness of this rock-cut icon lies in the fact that stylistically when 
compared with the Anantasayi of Mahisamardinimandapa, it is even earlier than 
Mamalla’s time; and secondly in its omitting the serpent (sesha), weapons, 
Bhidevi, and Brahma. In this respect it satisfies the Vaikhanasagama description 
of the minimal or adhama stage of the Abhicharika version of this theme. This 
suggests that it might have been executed in the last years of Mahendravarman I 
by his son, Mamalla after the former’s humiliating reverses at the hands of the 
Chalukyan army from Badami, and when the Pallava domain was shrunken. This 
abhicharika icon causing reverses to the enemy with god having his leg towards the 
north and generally aspecting north-west where Badami lies, was established in 
this jaladurga on Mahabalipuram, as such abhicharika figures have to be fixed 
either on the sea coast, or in the middle of a forest or in a desert”. 

2 Avantisundarikatha of Dandin, p.5. 
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A number of Sayana-mirtis are consecrated in South Indian 
temples ascribable to the period earlier to 8™ century AD and some of 
them had been renovated. However, it is very difficult to classify them in 
present level just based on the treatises. 


Section B 
Vyaha (Emanatory) Forms of Visnu 


Unlike the Pdricaratra tradition, the vyiha concept of Vaikhanasa 
Agamas appears quite complicated. However, the number of Vyiiha forms 
is four and the same is five in addition of the Supreme One who is Primeval 
One and kitastha. In Pafcaratra, the Parabrahman is the possessor of six 
divine qualities’ viz. Jiidna, Sakti, Bala, Aisvarya, Virya and Tejas whereas 
in Vaikhanasa tradition” the Supreme One is endowed with four divine 
qualities viz. dharma, Jiiana, AiSvarya and Vairdgya. One finds a number 
of Vyiha doctrines in Paficardtra literature but the Vyaha concept is 
identical in all Vaikhanasa works. It is interesting to note that both 
Pancaratra and Vaikhanasa systems try to accommodate some of the 
concepts of others but in a different manner and treatment.’ 


Visnu’ is the Supreme Brahman who is most unique (kitastha), the 
subtle and is comprised of mere sattva-guna. He exists in everything like 
the sarpis (clarified butter) in milk, oil in sesame seed (tila), fragrance in 
flower, taste in fruit and fire in wood. From Him, there emerged a 
hiranmaya-anda (golden-sphere) consisting of many andas (spheres) 
within. There exists above all, the Vaisnava-anda which is eternal, ancient, 
beyond the thoughts of even the deities and imperceptible but realized by 
the Nityas, Suddhas and Muktas. There exists twelve-storeyed golden 


| Visnu Purana.V1.5.79: Jidanasaktibalaisvaryaviryatejamsyasesatah / 
bhagavacchabdavacyani vina heyagunadhibhih // 

Ahirbudhnya samhita.5.15b-16: 

tatra Suddhamayam sargam vibhiiteh prathamam srnu// 

yattat sadgunyamityuktam jnanaisvaryabaladikam/ 

yugaistasya tribhih suddha srstirbhiteh pravartate// 
* VAK.94 p.508. 
3 Varadachari, op. cit., p.208: 
“|.dt is found that the vyiha deities of the Paficaratra get treated as sub-ordinate 
to the Paficamirtis in the Vaikhanasa and the Paficamirtis of the Vaikhanasa are 
vibhavas in the Pdficaratra. However, the treatment of Purusa, Satya and Acyuta 
as emanations from Vasudeva in the Jayakhya Samhita could not be ignored in the 
light of the treatment given to them in the other Pdjficaratra texts. Perhaps, the 
Jayakhya records the oldest aspect of the Paficaratra tradition which was not 
totally different from that of the Vaikhanasa.” 
* KIK.77 p.144; PRA.33.13-21a; VAK .78 p.494-495; 95 p.509; YAJ.2723b-24a. 
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abode shining like thousands of suns; the abode is full of divine attendants, 
the deities like Brahma, sages, Nityas and others. In that celestial Abode, 
Paramatman resides with his own thoughts (sarkalpa) alongwith His 
Consorts and ayudhas. The same Supreme One manifests by His thoughts 
(sankalpa) and dwells in four forms in the four worlds (Visnu-lokas) viz. 
Amoda, Sammoda, Pramoda and Vaikuntha, all existing one above 
another. All these four worlds house beautiful vimdnas (towers / abodes) 
decorated with golden enclosing walls, toranas and golden lotuses and 
possessed of a number of nectar-like water reservoirs. Attainment of these 
four worlds is stated to be four types of moksa’ viz. Salokya, Samipya, 
Sarupya and Sayujya in reaching the worlds Amoda, Pramoda, Sammoda 
and Vaikuntha respectively, states Marici2 


The Supreme Brahman Visnu, source of all (kutastha) and 
repository of four divine qualities viz. dharma, jidna, vairagya and 
aisvarya, toanifests in four forms viz. Visnu, Mahavisnu, Sadavisnu and 
Vyapin/Sarvavyapin who are the embodiment of four qualities respectively. 
They reside in the four worlds mentioned above. Vyapin is in seated 
posture. The Parabrahman Visnu is different from other four. Therefore, 
the first Vyiha forms are four in manifestation and the Vyihas are five by 
adding Supreme Visnu in this group. And this tallies with the epithet 
‘Caturvythatman’ applicable to the Parabrahman Visnu who is Adimiurti, 
Primeval One of all. This is the first stage of manifestation. 


In the second stage of manifestation, Purusa emerged from Visnu, 
Satya from Mahavisnu, Acyuta from Sadavisnu and Aniruddha from 
Vyapin, all of them inheriting the qualities of their source. As Vyapin is 
depicted in sitting posture in his world viz. Vaikuntha, it appears, 
Aniruddha is always represented in seated posture. 


To a practical level of meditation and worship, the members of the 
second group of manifestations viz. Purusa, Satya, Acyuta and Aniruddha 
are considered in addition to Visnu, the Supreme One. Therefore, the 
Vyuha consists of five members. However, the Vaikhanasa system is very 
particular that every installation and worship centre around Visnu 
Adimirti. That is why even in the Paficamirti-vidhana (Pratistha) or 
Navamiurti-vidhana, the Vaikhanasa tradition insists upon the installation 
of the icon of Visnu eventhough the icons of other four forms are difficult 
to be installed. Dhruva-bera installed in the sanctum represents Visnu; 


'VAK.94 p.508: 

Samsarabandhanavasanat muktih moksah / Tadapi samdaradhana-visesdt 
caturvidhapadavaptih salokyam samipyam sariipyam sayujyamiti/ 

? Ibid., 94 p.508. 
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hence the icon is expected to be in Uttama dasa-tala even in case of the 
avataras to be fashioned in lower tala system. Alternatively, the kautuka- 
bera, the sakala form of Visnu, plays an important role in case the dhruva- 
bera is not possible. In Paficavira worship, the kautuka-bera, representing 
sakala form of Visnu, must be in uttama dasa-tdala. 


With all the prominence and preferences enjoined, Visnu, the 
Parabrahman, is considered to be Adimirti, for He is the Primeval One for 
both first stage and second stage emanations/manifestations (vyuha). This 
is the reason, probably, the Vaikhanasa tradition uses the word ‘Visnu’, a 
term found in Vedic texts, for both the reasons — a) to have a Vedic link 
and Vedic sanction and b) to prove that Vedic Visnu is none other than 
Visnu, the Supreme Parabrahman Who manifested and incarnated. 
Therefore, we do not come across any criticism and opposition to ritualistic 
practices prescribed in Vaikhdnasa tradition whereas the Pancaratra and 
Saiva Agamic traditions faced such problems almost right from 8" century 
AD.' 


Khiladhikara’ takes Aniruddha as Adimirti on account of his 
being the foremost of all mirtis. Therefore, like Aniruddha, his icon is 
represented as being worshipped by Narasimha and Varaha. However, this 
requires proper examination. There is no indication in the Vaikhanasa 
works for the manifestations of avataras from any four Vyuha forms as 
found in Paficaratra works.’ Similarly, there is no reference in Vaikhdnasa 





1 Varadachari, op. cit., p.439. “The Vedas do not seem to refer to the worship of 
the images of the God. The Vaikhdnasa Agama, however, declares that such 
worship is the best way of approach to God. And the use of Vedic mantras is 
enjoined by both Vaikhanasa sutras and the Vaikhanasa Agama. In fact, they claim 
that any sacred rite performed in the holy fire is only worship of God (Visnu). The 
Vedic ritual was thus treated as a form of worship of God. Because of this, the 
Mimamsakas and other orthodox followers of Vedas opposed to idol worship, did 
not care to criticize the Vaikhanasas.” 
? It is interesting to note that the Khiladhikara uses the term ‘Adimirti’ for both 
Aniruddha and Visnu, the Supreme One. 
° Padma samhita.1.2.31b-33a: 

matsyah kiirmo varahasca vasudevadajayata / 

nrsimho vamano ramo jamadagnyo’pyajayata / 

sankarsanattatha jajne pradyumnadraghavo bale / 

aniruddhadabhit krsnah kalkiti dasa miirtayah // 
Kasyapa (K/K.37 p.68) prescribes the installation of the icon of Aniruddha 
(Adimirti) alongwith the icons of vibhava (avatara) forms. The reason is not dear. 
In this regard, Gaudriaan (op. cit., p.122 {n.7) too observes, “It is not clear why just 
Aniruddha is made together with the avatdras. As the last of the Five 
Manifestations, he must have a special connection with them.” 7 
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works for any manifestation from Aniruddha except one of his epithets 
‘sarvasamhara’’ (Destroyer of All). In these circumstances, it can be taken 
granted that Aniruddha is Adimarti for vibhava forms (avatara). However, 
it is not very clear as to why Narasimha and Varaha alone are associated 
and prescribed for representation in art form in the panel of Aniruddha. 
Depiction of Narasimha in worshipping posture is found in plastic art form 
in two places — a) on the lintel of the doorframe in the Dasdavatara temple 
at Deogarh (Plate V-b) and b) Adimirti bas-relief in Narasirnha rock-cut 
cave temple at Namakkal (Plate V-a). This is probably the influence of the 
Pajficaratra tradition which is also responsible for the promotion of the icon 
of Vaikuntha with three or four faces out of which the right one is of lion 
(for Narasimha) and the left one is of wildboar (Varaha). 


Thus, the Vyiha consisting of five members had become nucleus 
for the Vaikhdnasa tradition and the rituals had become the rule that every 
ritual concerned with any form of Visnu should include the worship of 
these five forms by invoking them in the water-pitchers (kalasa or 
kumbha), sthandila and agni (yajria-kunda). 


The four Vyuzha forms viz. Purusa, Satya, Acyuta and Aniruddha 
stand for four yugas, four vargas (life stages), four castes, four Vedas and 
giver of welfare to four castes. However, they are the manifestation of the 
Supreme One i.e. Visnu and including him, they are the representation of 
Fivefold Manifestation of the Primeval Manifestation. They are. not 
different from others. They are identical but different by placement in 
different sanctums on different directions, forms, names and ritualistic 
aspects just like agni (fire) is treated in five forms with reference to five 
major fire-pits (yajfa-kunda), direction (dik), name (ndma), mantra and 
ritualistic features (Kriya). 


The Vaikhanasa tradition equates the Vyaha manifestations with 
other well-known objects realized in the world.” The Fivefold 
Manifestation represents five types of agni (fire) viz. Sabhya, Ahavaniya, 
Anvaharya, Garhapatya and Avasathya,’ five types of purificatory rites 
(suddhi), five times (kala like abhigamya), five dsanas, five gross elements 
(bhiitas), five unique qualities of bhiitas (tanmatra) and five pranas. 


The Fivefold Manifestation is equated with another philosophical 
presentation.’ Visnu is anna (food); Purusa is prana (life); Satya is manas 
(mind); Acyuta is Vijfana (wisdom); and Aniruddha is dnanda 





' VAK.95 p.510. 
? VAS.3.176b-179a. 
> VAK.37 p.255. 
4 VAS.3.179b-181a. 
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(bliss/happiness); and, in this, Visnu is considered as the prime one for the 
others.’ That is why Visnu (as bali-bera) is carried in procession to offer 
bali to all divine beings present in the temple precincts’ as well as why and 
how Visnu represents all other four forms of Manifestation. Moreover, it is 
to be noted that the terms ‘Visnu’ and ‘Adimurti’ in Vaikhanasa works 
always mean ‘Visnu, the Supreme One’ but not Visnu, the member of the 
first stage Manifestation (Visnu, Mahavisnu, Sadavisnu and Vyapin). 


Visnu 

Visnu® has the complexion of syama or dark-cloud (syadma- 
ambuda) and he is adorned with pitambara, kirita and all sorts of 
ornaments such as keyara, hara and pralamba-yajnopavita in addition to 
Srivatsa on his breast. This four-armed one holds cakra and sankha on the 
backhands and his front hands are in abhaya and katyavalambita gestures. 
Sridevi, golden-hued and clothed in red is on the right side whereas Bhami 
(Harini), with syama complexion and white (Sveta) garments accompanies 
Visnu on the left side. Sridevi holds a rakta-padma (red lotus) in her left 
hand and her right hand is thrown down (prasdrita). Bhumi/Harini holds 
utpala (lily) in the right hand and her left one is in prasarita pose. The sages 
Bhrgu and Purana are the worshippers (piijaka-muni) depicted on the 
sides. Bhrgu has the complexion of pravala (coral) and another has rajata 
(silver) hue and both of them are clothed in white. The fanners are 
Kiskindha and Sundara. 


In the middle sanctum on the middle tala of three-storeyed temple, 
Visnu,’ with the complexion of Syama or dark-cloud (S‘yama-ambuda), is 
depicted in sukhdsana sitting posture on simhdsana alongwith his consorts 
Sridevi and Bhimi. He is four-armed holding cakra and sankha. Brahma 
and Sankara are present. The sages Bhrgu and Markandeya are the 
worshippers and Maya and Samhladini are the fanners. Maya has syama 
complexion and Samhladini has red complexion. Kiskindha and Sundara 
hold camara in saluting attitude and Kamini and Vyajini are the fanners 





| The same concept is analyzed and finalized in Bhrguvalli of Taittirtya Upanisad. 
Obviously the Vaikhanasa view is the reflection of the Upanisads. 

? The temple worship must conclude with bali-pradana. The energy of dhruva-bera, 
representation of Visnu, is carried on to bali-bera which is carried in a small 
palanquin in procession around the temple to offer bali (generally cooked rice with 
water) to all the divine beings present in the temple premises. In the abserve of 
bali-bera, a plate is placed on the head of paricaraka (attendant of priest) and bali 
is offered. During the Mahotsava, bali is offered on the routes of procession, 
generally the four main streets around the temple, in presence of Sudarsana 
(Cakra). 

> KIK.43 p. 64; VAK.20 p.103. 

* Ibid., 77 p.146; KLA.18.46-48a; SAA.37.34-38; VAK.36 p.249. ; 
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and they must be shown on the upper part of the hind wall along with 
Surya and Candra, according to Marici. Syama-hued Balida is dvarapala 
occupying the place on the night side. One of his hands holds gada and 
another one is in uddesya pose which is obviously siici-hasta. Tuhana, with 
golden (rukma) complexion and serpent-hood over his head, is on the left 
side as dvarapdla holding danda (= gada or rod) in one hand and keeping 
another hand in uddesya pose. Tapasa and Siddhida are the dvdrapdlas at 
the second entrance. 


Purusa 

Purusa’ is four-armed holding cakra and sankha. He is depicted in 
bhogasana style, according to Marici. He has white (sveta) or crystal 
(sphatika) complexion and the garments in red or yellow. His face, eyes, 
palm, foot and nails are red. He is accompanied with his two consorts i.e. 
Sridevi on the right and Medini (Bhumi or Harini) on the left. The well- 
characterized fanning pair Jaya and Bhadra or Sura and Sundari appears 
behind simhdsana. The fanning pair Maya and Sambhladini, the child 
ascetics Sanaka and Sanatkumara and the luminaries Sirya and Candra 
and white parasol appear on the hind wall above, according to Marici. On 
the sidewalls or next to the same, there appear the sages Bhrgu and 
Markandeya on right and left respectively. The appropriately coloured 
images of Savitri and Gayatri are depicted on the sidewalls. Or Savitri, 
Gayatri, Brahma and Rudra are depicted on the right wall in order; Garuda 
and others are on the back wall; and Vighnesa, Nidhipati (Kubera), 
Sankhanidhi and Padmanidhi must be depicted on the left wall in order 
from back to front On the first door, Tuhina and Balinda are the 
dvarapdlas and, on the second door, Sankhanidhi and Padmanidhi are the 
doorkeepers on right and left respectively with slight ferocious 
countenance. In Purusa’s sanctum facing the east, on the sopanabhitti 
(stair-wall facing east), Sridevi must be depicted being bathed by the 
elephants which is obviously Dvaralaksmi or Gajalaksmi. 


Their complexions are the following: Sridevi is red or golden; 
Harini is of syama or red complexion; Sura and Padmanidhi are red; 
Sundari is golden; Markandeya and Sankhanidhi are white; and Bhrgu is 
coral-red. 


' KIK.43 p.64; 77 p.145; KLA.18.31b-35a; SAA.37.18-20; VAK.20 p-103; 36 p.250. 

* As the term ‘vilikher’ is used here, one may take that these clustering images are 
painted rather than depicted as relief or round sculptures. Another reading of K/K 
(p.145) includes Nidra in this group. 
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Satya 

Satya’ has the complexion of afijana (collyrium or sort of stone) or 
bhinndafijana and clothed in the colour of piriga or pingala (tawny-brown) 
or red and decked with variety of ornaments. This four-armed one holds 
cakra and Sankha. His well-adorned consorts Pavitri (Dhrti) and Pausni 
accompany him on right and left correspondingly. The fanning pair is Jaya 
and Bhadra or Sura and Sundari. Dhatrnatha (Bhrgu) and Cirayus 
(Markandeya) are the worshipers. There appear on the back wall above, 
the chatra (parasol), Jaya and Bhadra holding camara (chowrie), Surya, 
Candra, Sukra and Brhaspati. On the right wall, Virifici (Brahma), Guha 
(Skanda), Siddhas, and the Personifications of Wisdom (Jianamirti) must 
be depicted in painting. Soma, Rudra, Agni and Dharma must be shown in 
painting on the left wall. Asvins i.e. Nasatya and Dasra are the dvarapalas 
on the first entrance and Sankhacidi and Cakracidi are on the right and 
left of the second door in order. In Satya’s sanctum facing south, Vagdevi 
must be depicted on the sopdnabhitti (Plate LII1-d). 


The complexions of all of them are: Pavitri, Bhadra and Cakra are 
of red (rakta); Pausni and Jaya are of Syama; Dhatrnatha has golden colour; 
Sankha has the complexion of Sankha (conch); and Cirayus may be in 
§yama or yellow (pita) colour. 


Acyuta 

Acyuta, four-armed, has the complexion of gold (kanaka | 
suvarna) and he is clothed in the colour of syama or suka-pincha (parrot’s 
feathers) and is bedecked with varieties of ornaments. Pavitri and Ksoni 
(Medini) flank him on right and left correspondingly. The fanning pair 
(vyajana-dhari) is Guha? and Tusti or Vinda and Vijaya. The parasol 
(chatra), the camaradharinis viz. Jaya and Bhadra, Sirya and Candra are 
present on the upper part of the posterior wall. Khyatisa (Bhrgu or 
Patanayaka’) and Purana (Markandeya or Punya) are the worshippers. 
Brahma and Sankara are next to the sidewalls. Nara and Narayana must be 





| KJK.43 p. 64; 77 p.145; KLA.18.35b-38; SAA.37.22-25a, VAK.20 p.104; 36 p.250. 

2 KIK.43 p.64; 77 p.145-146; KLA.18.39-41; SAA.37.25b-28; VAK.20 p. 104; 36 
p.250. 

> Another reading of Jadnakanda (p.84) mentions Tusti instead of Guha. 

4 SAA (37.26b) reads Putakarini but this term in feminine gender is not applicable 
for the worshipping sage. Another reading of the text ( Appendix ga, p.438) 
mentions the term Piitanayaka which is in masculine gender but no reference is 
available in the texts to justify that Putanayaka is Bhrgu. However, one can take it 
granted, for the pair of Bhrgu and Markandeya, with different names and different 
complexions as standard pijjaka-munis, is always associated with Visnu in different 
aspects. ; 
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depicted in painting on the right wall and Manmatha and Rati on the left 
wall. As doorkeepers (dvarapala), Guha and Jambava are on the first door 
and Sankhanidhi and Padmanidhi are on the second door on right and left 
respectively. Manmatha is on the sopdnabhitti (stair-wall) facing outward 
ie. west (Plate XLVII-b). 


Pavitri has the complexion of gold (rukma or kanaka); Medini is of 
parrot-green (Suka-Syama) or Syama hue but sukla' (white) as per Kasyapa 
and Atri; Khyatisa is of coral (pravala) hue; Punya and Vijaya are of red 
complexion; and Vinda is of syama complexion. 


Aniruddha 

Aniruddha,’ four-armed holding cakra and sankha, must be 
represented sitting on Ananta’s couch (bhoga) under the canopy formed by 
the latter with his hoods consisting of twelve, nine, seven or five heads? 
emitting venomous breath.’ Aniruddha’s head is slightly bent down. He is 
seated in virdsana posture’ with his right leg folded and flexed horizontally 
resting upon the couch and his left leg is stretched down with a slight raise 
of knee on which Aniruddha keeps his left hand obviously as danda-hasta. 
His right hand is placed on the serpent’s couch with the palm resting on the 
couch apparently as nidrd-hasta. Aniruddha may have bright complexion 
like agni (flame), pravala (coral) or taruna-dditya (rising sun = crimson) 
and may wear puspa-ambara (variegated colour) or garment of syama 
colour. He is consorted with Pramodayini (Pramodadhayini) and Mahi.° 
Narasimha and Varaha appear on the sides in ekajanukrama posture in 
adoration. The fanners (vydjini) are the duo of Svaha and Svadha or 
Kumudvati and Utpalaka. A parasol (chatra), camaradhdrinis viz. Jaya and 


' This colour of Bhimi is unusual and she is generally depicted with dark colours 
like Syama, indivara-syama (blue lily), patra-syama (leaf-like green) and suka- 
syama (parrot-green). 

2 KIK.34 p.64; 77 p.146; KLA.18.42-45; SAA.37.29-33; VAK.20 p.104-105; 36 
p.250-251. 

° Kasyapa (KJK.77 p.146) states that the depiction of thousand heads of Ananta is 
impossible hence these numbers. 

“ The flames emitted from the mouth of Ananta are beautifully depicted as relief 
on the back wall in the rock-cut Anantasayana panel at Tirumeyyam (Plate XXF 
b) which proves the author of the panel had been much influenced by the 
description of Alvars. 

° The term virdsana refers to the sitting posture applied to the seated image of 
Visnu in the Virdsana dhruva icon. 

° According to Marici (VAK.36 p.250), the consorts viz. Sridevi and Bhiidevi are 
optional, for this is, probably, on account of the reason that Aniruddha is depicted 
in virdsana posture where vira aspect does not include the consorts in a way 
admissible in bhoga aspect. 
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Pustika, Surya and Candra are depicted on the hind wall on the upper part. 
Bhrgu and Markandeya (Amita or Rauhineya) are the worshipping sages. 
Brahma and Sankara are on the sidewalls or next to the same on both 
sides. The doorkeepers are Vidyut' and Apsarodhipa? on the first 
entrance and Cakractdi and Sankhacidi on the second entrance on right 
and left respectively. The sage Mudgala is depicted on the sopanabhitti 
(stair-wall) facing outwards i.e. north (Plate XLVII-c). 


Pramodayini has complexion of pravala (coral); Mahi is of indivara 
(blue lily) or sya@ma hue; Bhrgu is of kanaka (golden) complexion; and, 
Amita may have the complexion of kamala (lotus), sita or Sveta (white). 


The vyiha doctrine of Vaikhanasa tradition had promoted 
marvellous and highly systematic designs of the temples. For the 
installation of the five Vyiiha forms (Pafica-miirti-pratistha), the structure 
must be two-storeyed; in San-miurti-pratistha i.e. the installation of six 
forms (five Vyiha forms and YogaSsayana), the structure must be three- 
storeyed; for Nava-mirti-pratistha i.e. the installation of nine forms (five 
Vyitha forms, Yogasayana, Narasimha, Varaha, Nara-Narayana), the 
structure must be three-storeyed. 


The suitable structures (vimdnas) are Nalinaka, Astarga, 
Nandyavarta, Caturmukha, Sarvatobhadra, Sripratisthitaka and Brhadvrtta 
and all of them must be created with the door of the main sanctum facing 
the east.’ The worship of Paricamiirti is essential in a human settlement 
where the brahmana inhabitants are from hundred to thousand.’ 


The structure has three storeys, four mukhas (bhadras = large 
projections with deep niche-like cells) on four cardinal directions on the 
ground floor. The middle part of the ground floor is made solid in order to 
support the floors above. Including a sanctum (garbha-grha) on the middle 
storey and four on the main directions, the structure has five sanctums 
(garbha-grha).° 


The temples may have three, five or seven prakdaras (protecting 
walls/enclosures).° In the first enclosure, Garuda should be depicted in 
standing or svastika posture facing western direction towards God; Isana, 
Sirya, Sakra (Indra) and Agni, facing west, are on the eastern side; Guha, 


' Vidyut is younger brother of Aruna, according to Marici (VAK.44. p.299). 

* The term Apsarodhipa is used in VAK.44 p.299. 

° KJK.77 p.145; KLA.18.66-7a; SAA.37.9-10a. 

* Ibid., 77 p.145; KLA.18.5. 

> Marici (VAK.35 p.244) details the designing and technique of the threestoreyed 
structures. 

° KJK.77 p.146. 7 
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Durga and Yama, facing north, are on the south; Nirrti, Budha, Varuna 
and Vayu, facing the east, are on the west; Brahma, Kubera, Visvaksena, 
facing south, are on the north. Outside the entrance of the first enclosure, 
Vighna (Vakratunda), facing north, is on the right side; and Sesa (Ananta), 
facing south, is on the left parallel to Vakratunda. In the second enclosure 
(dvarana), Cakra is placed facing the temple; Dhvaja and Sankha are 
outside the gate and Bhiitapitha is the next. 


In Trimirti-pratistha,’ the three forms viz. Purusa, Satya and 
Acyuta are installed in the temples. However, the first two should not be 
established alone. Aniruddha can be installed alone or alongwith ten 
incarnate (avatara) forms.’ The provision for the installation of Aniruddha 
in a separate shrine could have promoted some individual temples to him, 
for instance, Pravalavarna (Pavalavannan in Tamil’) temple at 
Kanchipuram, belonging to the period prior to Tirumankai Alvar. The 
dhruva icon is depicted sitting on Ananta’s couch under the canopy of 
snakehoods (Plate XVI-c). The dhruva-bera is not accompanied with the 
consorts. Aniruddha is the only form of Visnu with the complexion of 
pravala (coral). Therefore, the deity in the temple, called Pravalavarna 
(Pavalavannan), can be taken as Aniruddha. In such, this is the only temple 
to house Aniruddha following the Vaikhanasa sanction. 


The installation of four forms viz. Purusa, Satya, Acyuta and 
Aniruddha is Caturmiirti-pratistha; it is Paricamirti-pratisthé in addition 
of Visnu; addition of Yogasayana makes it Sanmiuirti-pratistha,; and in 
Navamarti-pratistha, Nara-Narayana, Narasimha and Varaha are included. 


In Pajica-murti-pratistha (single-storeyed structure facing east), 
dhruva icon of Visnu (Adimirti) in bhoga-asana is installed in the daivika- 
bhaga in the sanctum; as the kautuka icons of all five forms must be four- 
armed Visnu, one kautuka icon is installed in the brahma-bhaga; other 
kautuka icons, representations of other four forms though identical in 
appearance, are installed around the sanctum in the niches (alindra/kostha) 
existing on the right side of the dvdra (entrance) of the sanctum and the 
three on south, west and north which are meant for the kautuka icons of 
Purusa, Satya, Acyuta and Aniruddha. 





1 KIK.77 p.146-147. 
- * Ibid., 37 p.68. 
3 The term Pavalavanna appears for the first time in Tirumankai Alvar’s hymn 
(Tirunetuntantakam, 9) praising the Lord of this temple. 
* KIK.77 p.146; PRA.3.145b-147, 56-157a. 
° VAK.32 p.246. 7 
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In Pafica-mirti-pratistha (two-storeyed structure),' in the sanctum 
in the middle of the upper floor, the icon of Visnu (Adimirti) is installed; 
the icons of Purusa, Satya, Acyuta and Aniruddha are installed in the four 
garbha-grhas existing on four cardinal directions on the lower tala. In case 
the lower tala is to be made blind solid for the support of the upper fala, 
niches (kosthas) of larger size are made on four cardinal directions 
especially the eastern one with mukha-mandapa. The icons of Purusa, 
Satya, Acyuta and Aniruddha, with or without the consorts, are installed 
starting from the east in order. 


In San-miurti-pratistha (two-storeyed structure),” the icon of 
YogaSayana is installed on the upper floor; the icon of Visnu (Adimirti) is 
set in the main sanctum on the lower tala; the icons of Purusa, Satya, 
Acyuta and Aniruddha are installed on the ground floor in the niches 
(kostha or alindra) existing adjacent to right side of the dvara (door) and 
other three direction. 


In San-mirti-pratistha (three-storeyed structure),” the icon of 
YogaSayana is installed on the top floor; the icon of Visnu (Adimiarti in 
bhoga-asana aspect) is set up on the middle floor; the icons of Purusa, 
Satya, Acyuta and Aniruddha are installed on the ground floor in the 
different sanctums on cardinal directions. 


In Nava-miirti-pratistha (three-storeyed structure), there are four 
sanctums on the ground floor on cardinal directions meant for Purusa, 
Satya, Acyuta and Aniruddha from east onwards in order. All these four 
sanctums, with the floor level elevated by adhisthana, have sopdna 
(staircase) facing the respective direction with sopdana-bhitti (stair-wall). 
Laksmi bathed by the elephants (Dvaralaksmi or Gajalaksmi) is on the 
external side of eastern sopdnabhitti; Vagdevi is depicted on the southern 
sopanabhitti (Plate LIII-d); Manmatha is represented on the western 
sopanabhitti (Plate XLVII-b); and the sage Mudgala is depicted on the 
northern sopanabhitti (Plate XLVII-c). 


On the middle floor, the main sanctum in the middle facing east is 
for the installation of Visnu (Adimirti) on simhdsana. Three niche-like 
cells around the main sanctum exist on other three cardinal directions. In 
southern niche (kostha or alindra), Nara and Narayana are depicted in 
standing stance facing the south. Clustering divinities are Brahma, Sankara, 
the worshiping ascetics, the fanners Kamini and Vyajini, Surya and Candra; 
and Cakractidi and Gavihacudi are the doorkeepers. In western alindra, 





 Tbid., 32 p.245. 
? Tbid., 32 p.245. 
3 Thid., 32 p.245. 
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Narasimha is depicted in yogdsana posture with cloth-band (yoga-patta); he 
is flanked by Brahma, Sankara and worshipping seers, Sirya and Candra; 
and Canda and Pracanda are the doorkeepers. In the northern alindra 
occurs Varaha facing the north flanked by Candra on the right, Halesa on 
the left, worshiping ascetics, Brahma and Sankara, on the posterior wall 
above Sanaka, Sanatkumara, Candra and Surya; and Durga and Vighnesa 
are the doorkeepers. 


On the top floor, Visnu is depicted in yogasayana aspect. In 
addition to all usual members, Kalki and Sanaka are on the right side and 
Bharati and Sanatkumara are on the left side; the personified Vedas are 
depicted on the posterior wall above; and the doorkeepers are Ganga and 
Yamuna on the first door and Sura and Sundara on the second door. 


The only temple with the features of Nava-mirti is the 
Sundaravarada Perumal temple at Uttaramerur belonging to the period of 
Pallava ruler Nandivarman II Pallavamalla. The temple is designed and 
constructed exactly following the prescriptions of Vimdanarcanakalpa of 
Marici. The architectural feature of this temple is astonishing. All 
sculptural and architectural features are followed here. However, the icons 
of Nara-Narayana, to be depicted in standing stance,’ are represented in 
sitting posture and this, it appears, is on account of the height of the cell 
where the sculptor probably wished to maintain the proportionate size of 
the icons correspondingly to other icons i.e. seated Narasimha and seated 
Varaha installed on the western and northern niches (kostha) on this same 
floor. 


The dimension* of the dhruva icons of all forms is based on the 
height of door-frame, pillar or the angula of yajamana. The height of the 
icons of Visnu’s consorts is the level of ear (karnanta) or shoulder 
(bahvanta) of that of Visnu. The icons of the sages and the attendant 
deities are to the same height or one third or half of the height. 


It is to be noted that the dhruva-bera of Adimirti i.e. Visnu 
represents all the four Vyiiha miartis in case their icons cannot be installed.” 
During the time of all rituals such as nityahoma, balidana, snapana and 
utsava, the power is partly carried onto the kautuka icons of Vyiha forms 
and the same is returned to the dhruva image of Visnu after the completion 
of rituals. 





| Tbid., 36 p.249: ‘daksinamukhau naranarayanau sthitaw’. 
* Tbid., 36 p.249. 
3 [bid., 32 p.246. 
* Tbid., 32 p.247. 
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There are some provisions to depict the Vyiiha forms in some parts 
of the temple. Purusa’s image in swkhdsana posture may be set up on the 
eastern side of gala (kantha) part of vimana (superstructure) above the 
garbha-grha of the main shrine. 


Twenty-four forms of Visnu 

The Vaikhanasa Agamic treatises do not individually deal with the 
twenty-four forms of Visnu as described in Vyitha concept of Puranas and 
Paiicaratra Agamas. However, the twelve names of Visnu (Kesavadi) are 
used in the treatises. Visnu, with any other dyudhas except sankha and 
cakra, is not found depicted in South India upto 8" century AD. The 
Panels of Visnu in Narttamalai (Pudukkottai district, Tamil Nadu) is 
remarkable evidence of the development of Vaisnavism in the region of 
Muttaraiyars. Twelve relief figures of Visnu represented in 
samapdadasthanaka standing pose, six on the right side (Plate [V-b) and six 
on the left side (Plate IV-a) of the dvara (entrance of supposed to be 
garbha-grha) indicate the spread of vyiha concept in South India. 
Therefore, the tradition of Prakirnddhikara must have included the twenty- 
four forms of Visnu. These forms are identified and differentiated from the 
other on account of the permutation and combination of the main 
attributes Cakra, Sankha, Gada and Padma which are common also in the 
other works such as Agni-purana, Padma-samhita, Vayu-purana, 
Ahirbudhnya-samhita and Ripamandana, which deal with the iconographic 
aspects of Visnu. Only in the Vaikhdnasa work called Prakirnadhikara of 
Bhrgu, one can find also other attributes viz. asi, dhanus and khadga which 
are associated with some of the forms. Some of the forms may have the 
attributes in the same way but their complexion of the body differentiates 
them. All the forms must be fashioned in uttama dasa-tala measure (124 
angulas). 


Prakinadhikara’ details: KeSava is of golden complexion and his 
appearance must be soft. This one in the standing posture may be 
accompanied with his consorts. Bedecked with all sorts of ornaments 
especially made of pearls, this four-armed image holds sankha, cakra, gada 
and padma. Narayana is of the hue of thick cloud and clothed in yellow. 
Adorned with the ornaments of gems, he is depicted holding sankha, 
padma, gadaé and asi in his four hands. Narayana is also depicted as 
Lakaminarayana seated on the shoulder of Garuda or on the couch of 
Ananta. In such, cakra and Sankha are held on the right and left back 
hands respectively whereas his front right bears abhaya gesture and his left 
one embraces goddess Laksmi seated on his left thigh. If Laksmi is 





1 PRA.6.17-18a. 
2 Ibid., 17.1-37. 
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depicted seated on his right thigh, the front hands must be in vice-versa 
possibly with the left hand in varada gesture. Garuda and Laksmi must be 
fashioned in navardha-tala (114 angulas) and Laksmi in pafica-tala (60 
angulas) proportionate to the measures of Narayana. Madhava has the 
complexion of the (blue) lily and puts on multi-coloured dress. The 
attributes held by him are cakra, capa, gada and asi. Govinda is of padndura 
hue and he is depicted bearing gada, sankha, cakra and padma. Visnu, 
adorned with all sorts of ornaments, is of the complexion like blue lily and 
puts on the dress in yellow. Sarikha, cakra, padma and gadé are his 
attributes. Madhustidana holds the attributes same to Visnu but 
differentiated from the latter by his complexion like red lily. Trivikrama, 
four- armed one, is equal to the former in holding the attributes but his 
identification is by blue/black complexion. Vamana, the one in the 
disguised form, is of golden hue and is depicted with gada, sankha, cakra 
and padma. Alternatively, he may be depicted in the form of child with two 
hands holding danda and kamandalu applicable to the brahmacarins. In the 
form of Dadhivamana, an interesting form mentioned only in 
Prakirnadhikara, he is of white complexion with two hands holding in his 
hands a pot filled with the food mixed with the curds. The four-armed 
Sridhara is of sitdsita hue and is represented with Kaumodaki (gada), 
Sankha, cakra and padma. Hrsikesa resembles Sridhara in attributes but is 
different by his dark complexion. Padmanabha, the consort of Rama, has 
the complexion like sitamecaka. He bears ayudhas viz. Kaumodaki (gada), 
cakra, padma and sankha. Damodara, of the complexion of sitagaura, holds 
in his hands padma, sankha, gada and cakra. 


Sankarsana, the essential support of all and the ancient, is of bright 
white hue and he is depicted with sankha, cakra, padma and gada. 
Vasudeva has the complexion of rising sun (taruna-dditya) and holds 
Sankha, cakra, gada and padma. Alternatively, he may be depicted with the 
colour of moon or jasmine. Pradyumna, the mighty one, depicted holding 
cakra, Sankha, gada and padma, is of golden hue. Aniruddha, of golden 
hue, is decked with variety of ornaments and he holds sankha, cakra, 
dhanus and khadga. He is the lord of lords. Purusottama is of sitasita 
complexion and he bears sankha, cakra, gada and padma. Adhoksaja has 
the complexion of the conch and he holds cakra, sankha, gada and padma 
on his hands. Gold-complexioned Narasimha holds sankha, padma, gada 
and cakra. Acyuta, with the complexion of sitamecaka, holds gada, padma, 
cakra and sankha. Janardana is of blue complexion and he holds cakra, 
Sankha, gada and padma. Upendra has the colour of thick cloud and he 
holds sankha, cakra, gada and padma. Hari is of pandura complexion and 
adorned with all sorts of ornaments. He holds sankha, padma, gada and 
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cakra. Krsna has the complexion of cloud and he holds $ankha, cakra, gada 
and padma. 


The treatise ic. Prakirnddhikara, like other aforesaid texts, does 
not clearly state the order of the a@yudhas. The system of starting from the 
lower right hand (daksinadhah karddisu) may be followed which is normal 
in all the texts dealing with the twenty-four forms of Visnu. The text states 
that the temples for these twenty-forms are same as that of Visnu. 


Vasudeva (Paiica-viras) 
There are two groups found in Vaikhdnasa treatises viz. Daivika- 
vasudeva and Manusa-vasudeva. While Visnu is human form, he is called 
Manusa-vasudeva and, in his divine form, he is Daivika-vasudeva.' 


Daivika-vasudeva is in the celestial Abode and the other is 
manifestation (vibhava) in the world. This concept of sub-vyuha, new to 
the Vaikhanasa tradition, obviously, was prevalent in South India during 
the Sangam period itself whereas the major Vyiha in Pancaratra tradition 
was prevalent mainly in North India. 


Kasyapa states, “These five are known as Paficaviras”. The word 
‘vijnayate’ in this context very well suggests that he is referring to other 
customs prevalent in other parts but not sanctioned in Vaikhanasa system. 
It is one of the instances of Vaikhdnasa system accommodating other non- 
Vaikhanasa features in it. Moreover, the prescription of allotting temples 
on the river-bank, sea-shore or any isolated or separate place once again 
confirms the attitude of the Vaikhanasa tradition, for this tradition always 
prescribes all dgneya and tantrika ritualistic practices only in such places 
especially in case of Pancaratra tradition.” However, the tradition was 
responsible to bring such practices in the circle of Vaikhanasas’ and, 





' KJK.86 p.163; SAA.61.1b. 

> Such places, according to Vaikhdnasa treatises, are meant for Viraha or 
Abhicarika forms as well as the system of Paficaratra sect (KLA.41.4b-5). 

3 One can find in many places in Vaikhanasa works which criticize the Paficaratra 
practices and advocate to convert the Paficaratra temples to Vaikhanasa tradition. 
However, it is not sure whether this concept remained in the earlier period. It 
appears the hostility might have been on account of professional (livelihood) 
aspects. The Paficaratra tradition had developed well on philosophical grounds 
and, on account of flexibility and accessibility to the people of all walks of life, it 
became more prominent and popular all over India including South India on the 
southern side of the river Godavari, the only region for the Vaikhanasa tradition 
which was confined to only the brahmanas of Vaikhanasa-sitra. This could have 
been another plausible reason as to why the Vaikhanasa tradition was opposed to 
Paiicaratra tradition but tried and succeeded in accommodating such customs with 
modifications in consonance with Vaikhdnasa injunctions. 
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therefore, sanctions the installation of this group in separate shrine but 
with the mantras applicable to the five-fold Vyaha forms of Visnu. 
Moreover, it is to be noted that the kautuka icon must be of four-armed 
Visnu and is to be set up in the brahmapada, for, according to Vaikhanasa 
system, either dhruva-bera or kautuka-bera must be in the sanctum if not 
both. In short, the Vyiiha of Paficaratra tradition becomes sub-vyiha in 
Vaikhanasa tradition. 


Manusa-vasudeva 

The icon of Vasudeva is placed in the middle. Like human form, 
Vasudeva, fashioned in madhyama daSa-tala measure, is two-armed 
holding cakra and sankha. He has syamala complexion and adorned with 
Kirita-makuta and other ornaments. 


In the row of the six members of Vasudeva group, the icon of 
Vasudeva occupies the centre. Generally the icon of the main deity is 
placed exactly in the middle with reference to the dvara i.e. the icon is 
placed in such a way that the legs are positioned on either side of brahma- 
siitra.’ Here, the icon of Vasudeva is placed on the left side of the middle 
brahma-sitra’ in order to place the icon of Rukmini on the right side of 
the same;’ in such arrangement two icons on each side balance the 
establishment. 


Rukmini is on the right side of Vasudeva; Balabhadra is on the 
right side of Rukmini; Pradyumna is on the right of Balabhadra; Brahma is 
depicted next to the sidewall on the right. On the left side of Vasudeva, 
Aniruddha and Samba stand in order. Garuda, in nava-tala measure, is next 
to left sidewall parallel to Brahma. All of them must be depicted in 
standing stance and their icons must be placed in manusa-pada of the 
garbha-grha. All of them may also be depicted in kautuka form. Dhruva 
icon of four-armed Vasudeva or kautuka-bera of four-armed Visnu is 
placed in the brahmapada. 


' The line drawn exactly in the middle of the garbha-grha from east to west (in case 
the temple faces the east) is called brahma-sitra; the line drawn from south to 
north is called soma-sitra. 

* KRA.30.51b. 

* Besides the aesthetic approach, the icons of Vasudeva and Rukmini placed in the 
sanctum at the same level indicates the coordinative nature of Visnu and Sidevi 
who are indeed Purusa and Prakrti respectively. Moreover, the presence of 
Brahma, recipient and deliverer of Knowledge and Garuda, embodiment of Vedas 
add some thing special to this group. 
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All of them are two-armed and Brahma is four-armed. Rukmini 
holds a lotus in her left hand and her other hand is prasarita. Balarama’ 
holds hala (plough) and musala (pestle). Pradyumna holds ksurika 
(dagger) or dirghaksura (sword) in the right hand and his left hand is in 
katyavalambita pose. Brahma, fashioned in dasa-tala, has four heads and 
four hands. Aniruddha holds khadga and khetaka’ in his hands. Samba* 
holds danda in his left hand and his right is in utthdana or dana gesture. 
According to another reading of Marici, he holds a puppet or stick 
(da@ruka’) in his right hand. 


Rukmini has golden (svarna) complexion and is adorned with 
kirita, red garments and her usual attires; Balabhadra has white (sveta) 
complexion and clothed in blue (nila); Pradyumna is of red complexion and 
he wears yellow silken garments; Aniruddha with the complexion of 
pravala or agni (coral or fire) wears puspa-ambara (variegated garments); 
Samba has blue (nila) complexion or like blue-cloud (nilambuda) and is 
clothed in white. 


Kriyadhikara’ details this under the name of Paficavira. Two-armed 
Vasudeva holds cakra and sankha. His face is pleasant with the eyes broad 
like the lotus-petal. He is of syamala complexion and is clothed in yellow 
and well ornamented. On his right, there stands Rukmini of sydama 
complexion with shining red garments. In addition to wearing yajnasitra,’ 
she wears the ear-ornament called tafanka on her right ear and makara- 
kundala on her left. Her right leg is slightly bent whereas her left one is 
placed straight apparently in sthitakuficita fashion of standing. Baladeva, of 
white complexion, stands on the right side of Rukmini. He, decked with all 
sorts of ornaments, is two-armed. His right hand bears abhaya gesture and 
his left hand is in uddesa pose. On his right but against the wall, there 
stands Brahma with two hands, the right one in abhaya gesture and the left 
in katyavalambita pose. He faces the north. On the left of Vasudeva, two- 
armed Pradyumna is present. His right hand bears abhaya gesture whereas 
his left one is in katyavalambita gesture. He is of Syama complexion and 
well ornamented. Next to the left wall i.e. on the left of Pradyumna, Samba 


1 Tn KLA, the word ‘balinam’ should be ‘halinam’ meaning ‘possessor of hala’. 

* The image of Brahma may be in kanistha dasa-tala or madhyma daSa-tala equal 
to that of Vasudeva. 

3 Khetaka is mentioned in another reading of SAA. p.549. 

“Tn some readings, the word ‘Sambava’ is used instead of ‘Samba’. 

> The term ‘daruka’ means both ‘a small object made of wood’ or ‘wooden stick’. 

° KRA.30.46-69. 

7 Here we come across for the first time a female deity wearing Yajfasitra in 
Vaikhanasa treatises. 
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stands facing the south. His right hand is with varada gesture and his left 
one in katyavalambita pose. On his front side, Aniruddha of coral hue is 
present with two hands bearing abhaya and katyavalambita gestures on the 
right and left hands respectively. He too faces the south. Next to him, 
Annaprajapati, in the form of bhiita with two or four hands, stands facing 
the south. An image of four-armed Visnu, fashioned in uttama dasa-tala 
measure, must be placed in the brahmapada i.e. in the middle. The image 
may be accompanied with that of the consorts Sridevi and Bhudevi. 


Of course, the images of Brahma, Samba, Pradyumna and 
Annaprajapati are placed in parsvagataparavrtta or bhittisthana position 
with reference to the central figure ic. Vasudeva. Vasudeva and Balarama 
are in daSa-tala measure probably in madhyama dasa-tala whereas Brahma 
and others are fashioned in navardha-tala. The images of Vasudeva and 
Balarama have the height of 7/8 of the total height of the sanctum 
sanctorum; Pradyumna has the height to the ear-level (karnanta) of 
Vasudeva; Rukmini is to the height of Vasudeva’s nose level (ndasanta); 
Aniruddha is to the height of shoulder level of Vasudeva (hikkanta); and 
Brahma has the height equal to Vasudeva.' 


Suitable structures” for the installation of Manusa-vasudeva group 
are Dirghasala and Gopurakara and the worship brings prosperity, famc, 
valour, courage, and so on. 


Daivika Vasudeva’ 

According to Marici, the image of Vasudeva must be depicted 
seated on the sirhdsana. Here Vasudeva, fashioned in dasa-tala measure, 
is four-armed and is accompanied with Sridevi and Bhidevi as applicable 
to His divine form.4 He holds cakra and Sankha on the backhands. The 
front right hand bears abhaya gesture and the left is in katyavalambita 
pose. He is adorned with red (rakta) garments and kirita and other 
ornaments. Balabhadra, Pradyumna, Aniruddha and Samba are present 
with or without adyudhas. They are optionally accompanied with their 
consorts — Balabhadra with Revati of red hue, Pradyumna with Rohini of 
blue (nila) complexion, Aniruddha with Rama or Rama of syama 
complexion, and Samba with Indukari of yellow complexion. All the 





' It seems an error in the text of Khiladhikara. Brahma with nine-and-half tala 
measure hardly becomes equal to Vasudeva fashioned in dasa-tala either adhama 
or madhyama grade, because of difference of two to six angulas. 

* KIK.86 p.163; KLA.19.213be; SAA.61.11b. 

3 KIK.86 p.163; KLA.19.215-220; SAA.61.12-21a; VAL.61 p.206; VAK.60 p.385. 

4 As per the consecration mantras, the consorts are Rukmini and Satyabhama, 
according to Khiladhikara (19.223-224). 

> Rao’s reading mentions the name ‘Usa’ (EHI. II.2. p.65). 
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female divinities are depicted holding lotus or any flower in one hand and 
other one dangling down (prasarita). 


The suitable structures’ to establish Daivika-vasudeva group are 
Somacchanda or Brhadvrtta and the worship of Daivika-vasudeva is meant 
for the promotion of the family, longevity, health, wealth, enjoyment, fame 
etc. 


Section C 
Avatara (Incarnate) Forms of Visnu 


Of the five forms of Visnu, Vibhava is the third stage whose 
incarnations are in different forms and for different actions.’ This stage 
gets a special place in the iconography. The Bhagavad Gita, the earliest 
literary evidence on avatara concept, states that the Lord descends in this 
world for uplifting the dharma when adharma prevails and this clearly 
indicates the purpose of the incarnations of Visnu. Bhrgu states that the 
lord Hari (Narayana) is one but is pleased by the worship of any of his 
forms’ which is almost same as the statement of Krsna and the Alvars. 


The term ‘pradurbhava’, an equivalent for the number ‘ten’, used in 
the iconometry of Vaikhanasa texts clearly indicates that the number of 
avataras is only ten by the time of the final version of the texts. 
Prakirnadhikara enumerates only ten forms; Vasddhikara states the same 
but prescribes the inclusion of Buddha alongwith Krsna.” However, this 
work is silent about which form is to be excluded in the list of ten. 
According to Marici, all the ten stereotyped incarnate forms are 
‘pradurbhava’.’ Kasyapa refers to all authors and mention all the ten forms 
as ‘pradurbhava’.’ According to Bhrgu (Khiladhikara) and Atri, the first 
five avatara forms (Matsya to Vamana) are ‘dvirbhava’ and the rest 
(Jamadagnya to Kalki) are ‘pradurbhava’.. It appears that the terms 
‘avirbhava’ is applicable for the temporary or on-spot incarnations whereas 
the ‘pradurbhava’ is applicable for the incarnations with complete life 
(pairna-avatara) from childhood. As per Kriyadhikara, the ten avataras are 
‘pradurbhava’ and the ‘avirbhadva’ forms are Trailokyamohana 





' KIK.86 p.163; KLA.19.214b; SAA.61.12b. 

2 The five forms are Para, Vyitha, Vibhava, Arca and Antaryami. 
> PRA.33.21b-22. 

* KLA.19.4b-Sa. 

> PRA.13.4b-5Sa; VAS.4b-Sa. 

® VAK.21 p.141. 

1 KIK.79 p.151. 

8 KLA.19.1b-3; SAA.58.2-3. 


176 VAIKHANASA ICONOGRAPHY 


(Gajendramoksana) and Harisankara (Hari-hara or MHaryardha).' 
Trailokyamohana (Gajendramoksana), Strya-mandalantastha-mirti (the 
best of all), Ksirarnavasthamirti, Sridhara, Visvartpadhara and 
Harisankara (Hari-hara) are the forms of ‘dvirbhdva’? 


The inscription at Paramesvara Mahdvaraha  Visnu-grha 
(Adivaraha cave temple) at Mamallapuram, the earliest epigraphical 
enumeration of incarnations, does not include Krsna but Buddha.’ Thus, it 
becomes evident that by this time the list of incarnations came to be of 
standard ten with or without Krsna who occupied a prominent place in the 
list obviously with the influence of the Mahabharata and the hymns of 
bhakti literature of Alvars of South India. Tirumankai Alvar, contemporary 
of the Pallava ruler Nandivarman II Pallavamalla and the last of all Alvars, 
while praising the lord at Tirukkannapuram, enumerates all the ten avatara 
forms and this hymn alone mentions all the ten forms together.’ It is also 
clear that the concept of ten avataras as major ones was prevalent by this 
time which could have influenced the authors of Vaikhanasa works to 
confine themselves to ten. The earliest plastic art form of AnantaSayana at 
Badami too contains only ten avatara forms but with Buddha and without 
Krsna. Moreover, the 39 or 24 forms of Visnu enumerated in the 
Paficaratra and Purana texts are different forms of Visnu either to be 
included as vy#ha (emanatory) or as minor forms. By the time of 
Bhagavata-purana, a work ascribable to 9" century AD” and originated in 
the Tamil country is one of the best examples for the inclusion of many 
forms which are included in the Vaikhanasa works as well as the hymns of 
the Alvars. As already stated earlier, the Vaikhdnasa authors have included 
many forms of Visnu available in Pdfcaratra and early and contemporary 
Puranas but not with the grade on par with Visnu, the Supreme One in the 
Vaikhanasa works (where Narayana is emanatory form of Visnu) whereas 
Visnu and Narayana are identical in other texts. That is why, Pafica Vrsnins 
(Vasudeva, etc), very prominent in the vyiiha concept of Pdfcaratra texts, 
are included in the Vaikhdnasa works as Parica-viras or Manusa Vasudeva 
in whose installation and worship Kautuka-bera of four-armed Visnu is 
necessary and the temple allotted to them should be on the sea-shore, hills 


1 KRA.11.141b-142a. 

* KLA.19.244-271. 

3 SILXILNo.116: Matsyah kiirmo varahasca ndrasimhasca vamana[h] [1] 
Ramo ramasca ramasca buddha[h] kalki-ca te dasa [IT] 

This is the earliest evidence on the incammations of Visnu found in Tamil Nadu 

(K.R. Srinivasan, CTP, p.173). 

; Periya Tirumoli, 8.8.10. This decade details all the ten avataras of Visnu. 

> J.N. Banerjea, ‘Srimad Bhagavata The place of its origin’, Indian Historical 

Quarterly, Vol.27, No.1, 1951, pp.138-43. 
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and forests — the grade prescribed for the forms with vira (heroic) aspect 
like Jamadagnya and Balarama. It is, in the words of Vaikhanasa authors, 
agneya or Tantrika system of worship which is against the saumya or 
sattvika method of Vaikhanasa system. 


The hymns of the Alvars include also the minor forms like Hamsa 
(swan) and Hayagriva, the form assumed by Visnu to instruct the Vedas to 
Brahma. However, these forms are not included in the list of avataras of 
Visnu in the Vaikhanasa works. Probably these do not have high merit like 
other forms. 


The Vaikhdnasa treatises detail all the ten avataras and also the 
structures for the installation and worship. At the same time, the 
prescriptions and gradation of the forms in sdttvika and raudra aspects 
could have been the main reason for non-availability or absence of the 
individual (svatantra-dlaya) or subordinate temples (a@sraya-dlaya) for 
Jamadagnya (Parasurama), Balarama and Kalki in addition to Krsna whose 
dhruva image is rare in the main temple, as his measurement does not 
exceed nava-tala. 


It is to be noted, amongst the ten avatara forms of Visnu, that 
obviously the influence of the Alvdrs had been instrumental for the 
installation of metal images of Krsna (Navanita-nartana, Kaliya-nartana 
and Balagopala) in the temple in the main shrine or sub-shrine though not 
as dhruva-bera. 


Matsya 
The incarnation of Visnu as Mastya (fish) is the first one in the 
major list found uniformly in the Indian literature as well as the treatises of 
Vaikhanasa system. Bhrgu mentions that the constellation Sravana in the 
month of Asvayuk is the day of incarnation of Matsya form.’ The 
Vaikhanasa treatises prescribe the installation of icon of Matsya along with 
that of Karma.’ 


Two legends of Matsya available here cause two types of fish form. 
However, Kasyapa particularly differs from others in that he does not 
mention any second form.’ The following episodes are connected to the 
two forms of the Matsya. 


The legend of Matsya is presented in Kriyadhikara thus: When the 
four-faced Brahma, appointed by Visnu to create everything, became 
arrogant, Visnu created two demons viz. Madhu and Kaitabha who 


1 KRA.18.144b-145a. 
? KIK.37 p.68; KLA.19.7b; SAA.58.9a. 
> KIK.79 p.152. 
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troubled Brahma, seized the Vedas from him and disappeared in the ocean. 
At the request of Brahma, Visnu incarnated as matsya (huge fish), killed 
the two demons and handed over the Vedas to Brahma.’ 


According to Prakirnaddhikara, Visnu created Brahma in His time 
of creation and He taught the latter the Vedas, the key-material for the 
protection of the worlds. The demons like Madhu used to take away the 
Vedas from Brahma. On one occasion, a demon Somaka, powerful in 
battle, took away the Vedas and disappeared into the sea. Visnu appeared 
in the form of a huge fish, killed the demon and returned the Vedas to 
Brahma. 


Kasyapa’ informs that at the time of cosmic dissolution (pralaya), 
Visnu incarnated in the form of a huge matsya (fish) to absorb the entire 
water (pralaya-jala) in order to create the worlds once again. 


As per another legend,’ during the cosmic dissolution that lasted 
for the period of many yugas, the earth remained submerged under water. 
Visnu incarnated as a huge fish (matsya) and absorbed the water through 
the pores of hairs. Subsequently, he created everything again and once 
again sustained the Vedas. 


The episode of the second form is that Visnu incarnated as Matsya 
to sustain the Vedas that had been lost during the interim dissolution. In 
this form, Visnu once again taught the Vedas to Brahma.” 


Paficaratra’ Agamic works speak of also Matsyanana or 
Matsyagriva,° a theriomorphic form i.e. human body with the head of fish. 
However, the Vaikhdnasa treatises speak of zoomorphic form -alone Le. 
exactly the form of fish. 


The image of Mastya, to be fashioned in uttama dvi-tala’ (28 
angulas), is depicted on the red-lotus® or lotus-like seat? with the 
complexion of molten gold’® in the full form of Matsya of first type. As per 
Khilddhikara, the Matsya form has red complexion with golden hue on the 





1 KRA.36.8-16a. 

2 PRA.13.5b-8. 

3 KIK.79 p.152. 

4 KRA.11.5b-6; SAA.58.5—7a. 
5 KRA.11.7. 

6 Parasara samhita.27.5, 23, 27. 
7 PRA.13.10a. 

8 KJK.37 p.68; KRA.11.8b. 

° KLA.19.8a. 

10 KIK.37 p.68; KRA.11.8a. 
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sides' in addition to the complexion of bhinnafijana” According to 
Marici,’ the image of Matsya has white (sveta) complexion with eyes and 
mouth in red and the fins/sides (paksa’) in black (krsna) colour. The 
second type of Matsya has the complexion of bhinndiijana’ or afijana. 


The image of Matsya may be established in the middle of grama, 
nagara, pattana, kharvata, senamukha, kutika, on the riverbanks and valley 
(parvata-utsanga) in the structures® viz. Kumbhakara, DirghaSala, Trikita, 
Hastiprstha, Somacchanda, Nandyavarta, Visnucchanda and Mantapa. This 
helps the donor and worshipper to attain vairagya (asceticism), yoga 
(union), aiSvarya (prosperity) and abhyudaya (promotion).’ 


In Khiladhikara Bhrgu refers to an authentic rule, probably 
prevalent before or during his time, that no separate place’ is allotted to 
the image of Matsya but in the middle on the sixth tala (tier/floor) of 
Nalinaka-vimana. Moreover, the image of Matsya may be portrayed on the 
front side of any other structures (vimdna) on the left side of the 
entrance..° However, in Prakirnadhikara, he insists on the temple of 
Matsya to be in the middle or on the western side of the village or town." 
According to Kasyapa, the image of Matsya can be set up on the eastern 
side of the one-twelfth part next to southeast direction i.e. next to the 
entrance in the garbhagrha of Brhadvrtta- -vimana.”” An individual sub- 
shrine may be allotted on the right side of eastern entrance in the second 
avarana for Matsya together with Karma.” 


As there exists a rule in the treatises that the dhruva image, 
fashioned in dasa-tala measure alone, can be established as the main image 





" KLA19.8b. 

* Ibid., 19.8a. 

3 VAK.21 p.142. 

4 The term ‘paksa’ means both ‘wings’ and ‘sides’. In case of fish, it means the fins 
the measurement of which is available in Marici’s work. 

> KRA.11.8a. 

° KJK.37 p.68, 79 p.152; PRA.13.9; SAA.58.10b-13a; VAS.17.7. 

7 KIK.37 p.69; 79 p.152. 

8 KLA.19.5b-7a. 

° The forms of Varaha, Narasimha and Trivikrama are allotted separate cells or 
niches in the temples as all these images have the measure almost equal to the 
other forms of Visnu. It is practically difficult to set up the images of Matsya and 
Karma which are proportionately very small according to their basic measure of 
less than two tala. 

0 KLA.19.7a; VAK.21 p.142. 

" PRA.13.9a; VAS.17.6b. 

2 KIK.37 p.68. 

® KRA17.39a. 
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in the sanctum sanctorum, it is difficult to find an individual temple for the 
Mastya form, exactly in the form of fish in uttama dvi-tala’ measure. There 
is a strict injunction that the dhruva image alone should be in the form of 
fish? whereas the kautuka, utsava* and snapana®? images must be in 
uttama daSa-tala measure with four hands resembling the form of Visnu. 
Kasyapa also refers to some others who hold a contrary view regarding 
dhruva and kautuka images.° 


A sculptural panel (Plate XXVI-a) next to that of Mohini and 
Kirma in the Vaikuntha Perumal temple appears to be of Matsya. As the 
panel is corroded due to weather, the features are not traceable excepting a 
human figure standing in the middle on a pedestal flanked with four figures 
on the sides. 


A separate shrine or temple allotted to the form of Matsya is hardly 
traceable. However, one can find the beautiful image of Matsya housed in a 
separate sanctum sanctorum together with other avatara forms in 
Pundarikaksa temple at Tiruvellarai near Trichy, Saundararaja temple’ at 
Tirumaliruncolai (Alakar Koyil) near Madurai, and in Dasavatara temple 
at Srirangam near Trichy (prior to 14" century AD). 


Kurma 
The second form in the lists of Visnu’s major incarnations is 
Kiarma. The asterism Sravana in the month of Asvayuk is said to be the day 
of incarnation of Kirma.® The image of Kurma i.e. the form of tortoise is 
always prescribed to be set up alongwith that of Matsya.’ 


Two legends of Kirma are available in Vaikhanasa works relating 
to two types of the same. First type is the form of Kurma in order to bring 
back and support the large golden cosmic egg (jagadanda) which moved 
from its real place.'° This episode is not found in any Puranic records. This 
could have been based on the view that ddhara-sakti of the worlds is 
adhara-kirma beneath all the worlds. 


' PRA.13.10a; VAS.17.9b. 

* SAA.58.14a. 

> KIK.79 p.152; KRA.6.21a; PRA.13.10a; SAA.58.15b; VAIS7 p.195; VAK.21 
p-142; 22 p.149; 55 p.364; VAS. 17.14a. 

*“ KRA 6.22; SAA.58.16a. 

> SAA.58.16a. 

®° KIK.79 p.152. 

7 The original main shrine belongs to the period prior to 8" century AD. The sub- 
shrine of Avataras is an addition probably in 11" or 12 century AD. 

* KRA.18.144b-145a. 

? KIK.37 p.68; KLA.19.7b; SAA.58.9b. 

0 KJK.79 p.152; KRA.11.10a; SAA.58.7b-9a. 
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The second legend is the well-known churning of the milky ocean in 
order to obtain nectar (amrta). In this, Visnu incarnated as a tortoise and 
supported mount Mandara which served as the churning rod/stick.' This is 
found in almost all the Purdna as well as Tamil literature of early period. 


Some of the Pajicaratra treatises mention this image also in hybrid 
form as Kirmagriva’ (human body with tortoise head) and Nrkirma’® 
(human head and tortoise body). The Vaikhanasa works speak of the 
zoomorphic form alone. 


The dhruva image of Karma, fashioned in eka-tala* (12 angulas°) or 
uttama eka-tala’ (16 angulas), should be placed in the garbhagrha with the 
head on the door-side.’ This image totally measures 16 arigulas wide and 8 
angulas in height; this must be depicted on square pedestal® but 
padmasana (padmapitha) according to Khiladhikara.’ Marici!° describes 
the image as of white (Sveta) colour on the dorsal side" and of five primary 
hues (pajyica-varna) on other parts. However, the complexion is that of 
bhinnafjana according to Khiladhikara’”’ and of afijana as per Jianakanda 
and Kriyadhikara.”* 


The image of Kirma may be established on the riverbanks, 
seashore, valley (parvata-utsariga), forest and hilltop. The temple may be in 
the middle of grama, nagara, pattana, kharvata, senamukha and kutika and 
on any of the eight directions.'* The suitable structures are Nalinaka, 
Kumbhakara,  Trikita, Hastiprstha, | Somacchanda, Nandyavarta, 


' KJK.79 p.152; KRA.11.10b; PRA.13.14. 

* Hayasirsa samhita, Adi. 23.5b-8a (cf. A Sourcebook of Vaisnava Iconography, 
p.278); Parasara samhita.29.4b-6a, 11-12. 

° Hayasirsa samhita, Adi.23.5b-8a (cf. op. cit., p.278). 

* PRA.13.16a. 

° The term ‘tala’ generally means the medium one i.e. whatever number of angula 
available with the multiplicity of the ‘ala’ (12 angulas). Uttama variety has four 
more angulas and kanistha or adhama type has four avgulas less. 

° VAS.17.23a. 

” Ibid., 17.22a. 

8 KIK.37 p.68; KRA.11.11a. 

* KLA.19.8a. 

 VALST p.196; VAK.21 p.142, 55 p.365. 

"Tn the phrase ‘antah Ssvetah’, the term ‘antah’ generally meaning interior part 
must be taken as the part of the body between the legs, head and tail incase of 
tortoise. 

” KLA.19.8a. 

® KJK.37 p.68; KRA.11.11a. 

4 KIK.37 p.68; PRA.13.15a; SAA.58.10b-12a; VAS.17.20. 
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Visnucchanda, Phelakara, Vrtta and Mantapa.’ The purpose of the 
establishment and worship is same as that of Matsya.” Moreover, the 
image of Kirma may be portrayed on the front side of any other structures 
(vimana) on the right side of the entrance.’ An individual sub-shrine may 
be allotted for Karma together with Matsya on the right side of eastern 
entrance in the second avarana (precinct).* 


The dhruva image alone must be in the form of tortoise’ but the 
kautuka, utsava’ and snapana* images must be in the form of Visnu with 
four hands in any posture or nine types of representations generally 
applicable. However, Kasyapa, as already stated, mentions also a contrary 
view. 


The karma-avatara episode consists of two functions of Visnu Le. 
supporting the mountain from beneath and distribution of the nectar 
(amrta) in such a smart manner so that no asuras except Rahu and Ketu 
obtained it. The second function was carried out in the form of Mohini, a 
beautiful female form to stupefy the asuras whose effort was also equally 
important in churning the milky ocean. Tirumankai Alvar deserves special 
mention in the description of this theme. In his hymn about the Lord of 
Katalmallai (Mamallapuram), he states that the Lord, in the female form 
(Mohini), sneaked into the group of the arrogant asuras and enabled the 
devas to consume the amrta (nectar) by smartly cheating the asuras.'° 


A panel on the external wall of antarala on southern side in 
Vaikuntha Perumal temple at Kanchipuram is the depiction of the form of 
Mohini (Plate XXVI-c). As the panel is corroded due to the material i.e. 
sandstone, the complete recognition of all features is near impossible. A 
beautiful female figure with a small pot in her hands is in the attitude of 
moving between the groups of figures on her both flanks. This panel is 
supposed to be the earliest representation of this theme in plastic art form. 


A panel next to that of Mohini in the Vaikuntha Perumal temple 
appears to be a depiction of the first function of Karma (Plate XXVI-b). A 





1 KJK.37 p.68, 79 p.152; PRA.13.15b; SAA.58.12b-13a; VAS.17.21. 
? KIK.37 p.69. 

3 §$AA.19.7a; VAK.21 p.142. 

4 KRA.17.39a. 

> §AA.58.14a. 

6 KJK.79 p.152; KRA6.21a,; PRA.13.16b; SAA.58.15b; VAK.21 p.142; 22 p.149, 55 
p.365; VAS.17.26a. 

' KRA 6.22; SAA.58.16a. 

8 SAA.58.16a. 

* KIK.79 p.152. 

© Periya Tirumoli, 2.5.8; 2.6.1. 


CHAPTER V: FORMS OF VISNU 183 


circular object prominently occupies the centre which may be the Mandara 
mountain or the corroded form of karma (tortoise). A male, visible above 
the knee, is depicted exactly above the object with both the hands clasped 
as if holding a small object vessel or pot. The image is taller and is adorned 
with a long head ornament which appears to be kirita-makuta. This image 
depicted in the middle of the panel flanked by the flying figures on both 
the sides suggests it to be of Visnu. A long creeper like object below the 
circular thing must be the serpent Vasuki. Two groups of figures appear 
below. The ones on the left side having soft and slender face and head 
decoration must be of devas whereas the ones on the right side with the 
face broader than the former may be of asuras. If this panel is taken as the 
description of Ktrma avatara, it must be earliest representation in the 
plastic art form. 


A Kurma sculpture (Plate XXVI-d) obtained from Bhandak in 
Maharashtra is very interesting. Karma in zoomorphic form is depicted on 
a pedestal with a provision for abhiseka. The four dyudhas of Visnu i.e. 
sankha, cakra, gada and padma (of Pajicaratra school) are sculpted near 
the four legs of the Karma as if the icon is holding these dyudhas. 


The rules and regulations applicable to the image of Matsya are 
eqully applicable to Kurma form also. Therefore, it is very difficult to trace 
out an individual shrine or temple dedicated to Kurma though the image of 
Kurma is found on the panels and relief sculptures. Some of the 
noteworthy image of Ktrma can be seen in a separate garbhagrha 
collectively allotted for the incarnate forms in the premises of 
Pundarikaksa temple at Tiruvellarai (prior to 8" century AD), 
Saundararaja temple at Tirumaliruncolai (prior to 8" century AD.) and in 
Dasavatara temple (c. 14" century AD) at Srirangam. 


Varaha 

Varaha is the third form listed in the major incarnations of Visnu. 
The constellation of Sravana in the month of Asvayuk is said to be the day 
of incarnation of Visnu as Varaha.' The trio of Varaha, Narasimha and 
Trivikrama found in many places indicate the popularity and importance of 
Varaha incarnation and its temples and sculptures patronized by the kings. 
This is one of the forms available in the cave temples and structural 
temples right from the time of third century AD. Varaha, being the 
promoter of the earth occupied a prominent place in the art history as the 
royal insignia of the rulers. However, as far as the temple-icons for the 
worship are concerned, we find only a few temples dedicated to Varaha. It 
was indeed the Vaikhanasa School that gave a different colour to this 


! KRA18.144b-145a. 
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incarnation. In the hymns of the Vaisnava saints collectively known as 
Alvars, Varaha is mentioned as Jfidnappiran (Lord of wisdom) as he is said 
to have imparted knowledge to Bhidevi. 


The image of Varaha installed in the sub-shrines (asraya-dlaya) 
must be in seated posture.' Varaha’s image is one among the images of 
Visnu to be depicted in sukhdsana posture on the western side of gala 
(griva or kantha) part of vimdna (superstructure) above the garbhagrha of 
the main shrine.? All these show the prominence of this incarnation. The 
image of Varaha may be installed in the temples anywhere in the village or 
town but they should have four entrances (dvdra). However, the image 
must be set up in a position facing the village.’ 


The incarnation of Visnu as Varaha,’ in the Vaikhanasa treatises, is 
found in three types viz. Adi-Varaha> (Primeval Boar), Pralaya-Varaha 
(Boar of Destruction) and Yajiia-Varaha (Boar of Sacrifice) all of them 
having different legends behind. It is to be noted that Visnu manifested 
first as a gigantic wild-boar and later changed into theriomorphic form 
wherein the image is depicted with the head of boar and human body 
hence, the name Nr-Varaha or Nara-Varaha. The image of Varaha is to be 
fashioned in madhyama daSa-tala.. There is a strict injunction that the 
dhruva image alone should be in the form of Naravaraha whereas the 
kautuka image must be of four-armed Visnu in uttama daSa-tala measure. 
Marici and Bhrgu state that the kautuka image may be any in one of the 
forms.’ The utsava icon of Varaha must be like that of Visnu.® 


Kriyadhikara’ in general speaks of the Varaha thus: when once 
Brahma became very proud of his activities, Visnu created a demon called 
Somaka, who troubled Brahma, seized the Vedas from him and moved to 
Patala. On Brahma’s request, Visnu incarnated as a gigantic boar (varaha), 
killed Somaka with his tusk (damstra) and restored the Vedas to Brahma. 





' [bid., 17.38a. 

? PRA.6.17b-18a. 

> VAK.3 p.10. 

4 KIK80 p.152; KRA.11.3a; PRA.13.24b-25; SAA.58.25-26a; VAI.57 p.196; 
VAK.56 p.366. 

> This is alone detailed in Brahmiya-citrakarmasastra. 

° VAL57 p.196; VAK.56 p.366. 

7 KRA.6.21b; VALS7 p.196. 

8 KRA 6.22. 

” [bid., 36.18-25. 
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Adi-varaha 

The first type of Varaha is Adivaraha. There are two legends 
regarding Adivaraha. In the first one, according to Bhrgu,’ the incarnation 
was to rescue the goddess Bhtdevi from the clutches of the demon 
Hiranyaéksa who moved to the nether world viz. Rasdtala carrying the 
former with him. Visnu appeared in the form of a huge varaha (wild-boar) 
and brought her back. 


The second episode is as follows: the excess burden due to 
multiplicity of creation in the world made the goddess Earth plunge to the 
abysmal depth of Patdla or Rasatala (nether world) where she remained in 
constant meditation upon Visnu. To rescue her from her misery, the Lord 
incarnated in the form of a gigantic boar and lifted her up hence the name 
Adivaraha (Primeval Boar).’ After her rescue in the zoomorphic form, he 
turned into Nara-varaha form to fondle her conveniently.’ 


The structures’ (vimanas) viz. Sarvatobhadra, Anganakara, 
Somacchanda, Kumbhakara, Kitakara, Trikita, Hastiprstha, Catuskiita and 
Parvatakara are considered suitable for the installation of Adivaraha for 
obtaining kingdom and its development and for the prosperity in 
agriculture and wealth.” The temple must be in such a position that the 
image of Varaha in it faces the village or town.° 


The image of Adivaraha’ must be fashioned in madhyama dasSa- 
tala as detailed earlier. The right leg is firmly planted on the seat or on the 
jewelled hoods of Nagendra (king of serpents) who may be accompanied 
with his spouse.* Moreover, the left leg bent at the knee is raised up in the 
attitude of moving from the Patala. The goddess Mahi, with syama 
complexion and adorned with puspa-vastra and ornaments, is shown seated 


* PRA.13.21b-24a. 

? KJK.80 p.152-153; KRA.11.12; PRA.21b-24a; SAA.58.26b-29. 

> Here it implies that the Nara-varaha form is to verify whether she retained every 
aspect with her in proper condition for the survival of all. 

* KIK.37 p.68; 80 p.153. 

> [bid., 37 p.68-69, 80 p.153; PRA.13.18a, 50a; VAS.18.1b—2a. 

° VAK.3 p.10. 

1 KIK.37 p.68, 80 p.152-3; KRA.11.13-19; PRA.13.27a-29; SAA.58.30-36; VAI.S7 
p.196; VAK.56 p.366-7; VAS.18.3-13. 

* According to this description, the right leg must be in ardhvajanu pose but 
placing Bhi on the left thigh is practically difficult. Otherwise, the image must be 
shown standing on the snake-hood with the right leg firmly planted on it with the 
left leg in ardhvajanu pose to accommodate Bhi on the left thigh. However, we do 
not come across such image. 
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on his left thigh or on the right one supported by the hoods of Nagaraja. 
Kasyapa describes in an interesting way that she is seated on the lap of 
Varaha that is on both his thighs.” This is quite suitable to the context, as 
Visnu, in the form of Varaha, is in a position to console the much-afflicted 
goddess. Her hands are folded in afjali gesture and her legs are slightly 
stretched down. Out of the four arms, Varaha grasps her legs with his front 
right hand whereas his front left one that is placed below her shoulder and 
encircling her waist behind, supports her on the back. The upper pair of 
Varaha's hands holds cakra and sankha. Varaha is shown affectionately 
sniffing her head with his snout, with single tusk on the right side. 
Description in Vasa@dhikara is noteworthy in that, Varaha’s face, turned 
towards Bhidevi, is at her navel level. In such position Varaha’s snout must 
be adjacent the bosom of Bhidevi as one can find such images at Varaha 
mandapa rock-cut cave (Plate XXVII-a) and Adivaraha cave temple (Plate 
XXVII-b) at Mamallapuram, finely executed by the Pallava rulers. Even 
the description is apt that the face of Mahi (Bhiidevi) should be depicted 
with pleasure coupled with shyness while she glances at Varaha. 


The total height of image of Mahi from crown to feet must be upto 
the level of Varaha's breast* or navel.° She is fashioned in pafica-tala 
measure. Here this pafica-tala does not mean the iconometric system 
applicable for the vamana and kubja forms but 60 angulas proportionate to 
the image of Varaha consisting of 120 dehangulas. 


The colour of single-tusked Adivaraha has the complexion of 
syamala or syama like a plant (sasya) or cloud (nila-ambuda). The image of 
Varaha should be decorated with kirita-makuta and all sorts of ornaments. 


‘In the freestanding, as well the relief sculptures with stucco, the functional use of 
Nagaraja is to support below to balance the image of Varaha. This can be noticed 
at the temple of Nityakalyanasvami at Tiruvidaventai near Mamallapuram and the 
painted stone-stucco icon of Varaha at Adivaraha temple at Mamallapuram. 

* A beautiful miniature panel of Bhivaraha in Brahmapurisvara temple at 
Pullamangai (c. 907-955 AD) tallies with this description (Early Chola Temples, 
fig.38) 

> This description indicates that Varaha’s face remains turned to his right as we 
find in many places in Tamil Nadu. 

“ The image of Varadha has 72 or 73 avigulas from foot to the breast-line. In that 
case, the image of Mahi (Bhiidevi) has to be in sat-tala (62 angulas) which is not 
possible. However, the image of Bhidevi may have the total height upto breast 
line of Varaha but with the proportionate measure applicable topajyica-tala. 

* The image of Varaha in madhyama daSa-tala has 120 arigulas where the part of 60 
angulas is below the navel and the rest is above the same. The image of Mahi in 
pajica-tala (60 angulas) has the height upto the navel of Varaha. 
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The sages Punya and Tirtha, with the complexion of white-lotus 
(Sveta-padma) and bright white respectively, are the worshippers occupying 
both the sides. The sage Dharma may replace Tirtha. Both the worshippers 
are depicted with syama colour. The female deities Brahmasri, of bright- 
white hue, and Rajasri, of red hue, are the doorkeepers. Brahma, with 
white-reddish (Sveta-rakta) complexion and golden-hued Siva stand on the 
right and left respectively.’ The fanners are Pustika and Kumudvati. The 
Syama-complexioned Pulinda, but golden-complexioned according to 
Vasadhikara, is Varaha’s Saisika to be adorned with the worn-out garlands 
of Varaha. According to Kasyapa,’ a person, embodiment of the four 
Vedas, in bright-white complexion, occupy the place of vehicles 
(vahanasthana). Garuda, who is the embodiment of Vedas and who is 
eternal companion (nitya-anapayin), may be considered based on 
Vasadhikara, which states that Garuda carries Varaha on his shoulders but 
it is to be noted that nowhere is Garuda depicted with white complexion 
but in a mixture of five colours. The same text, i.e. Vasddhikara, also 
details the four Vedas whose personified figures occupy the place of mount 
(vahanasthana). As per this, Rgveda and Yajurveda, both two-armed, are of 
white complexion and clad in yellow garments besides wearing kirita, etc. 
The Samaveda is four-armed and Atharvan has two hands. 


Khiladhikara®? mentions two types of the image of Varaha, who is 
to be installed and consecrated in the middle chamber of the multi-storied 
structure (vimana). In the first one, Varaha of afjana (collyrium) 
complexion, with the boar-head and human body, is depicted in standing 
posture, lifting the beautiful form of Bhidevi by his right tusk which is of 
crystal white colour. Bhidevi, in a very attractive form, is depicted hanging 
down, by holding the tusk of boar with her hands.“ The second type 
resembles what is described in other texts. Of the four hands, Varaha holds 
cakra and Sankha on the back pair of arms and the front pair holds 





' KRA.11.18 (different reading) mentions these two names instead of Brahmasri 
and Rajyasri. 

? Gaudriyaan refers to H. Krishna Sastri who states that ‘the bird Garuda is of 
Vedic fame, his body being supposed to be completely made up of the Vedas,’ and 
suggests the meaning of Garuda. 

The phrase ‘caturvedam’ taken in the Samahara-dvandva compound means all the 
four Vedas. In such, all the four Vedas can be taken individually which tallies with 
the concept of Vasadhikara that also details all the four Vedas. 

> KLA.19.9-17. 

4 This type is not found in ancient regions of Tamil Nadu but is common in the 
sculptural panels of Guptas, Calukyas and Rastrakitas. The description in 
Khiladhikara must be the influence of the hymns of Alvars and Paficardtra texts 
prevalent in other regions. 
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Bhidevi, if she is depicted seated on his lap. In such position, her hands 
must be shown in afijali gesture. The worshipping sages are Punya,’ having 
the complexion like the lotus-leaf, on the right and crystal-white Dharma 
on the left. Brahmani and Pingalabha are placed on the right and left of 
door respectively, both seated in sukhasana posture, surrounded by the 
sages. The celestial damsels viz. Svaha, Svasti, Svadha, Medha, Kanti, Lajja, 
Ahuti, Sruti, Pusti, Mati, Dhrti, Kirti, Sraddha, Sri, Induka and Sudha are 
to be portrayed probably in painting on the sidewalls around Varaha 
image. 


The following points on the Adivaraha image are noteworthy: 


1. The manifestation of Varaha in the first instance is in 
zoomorphic form but one can find only the hybrid form in South 
Indian temples though both the types are common in the north 
India. An inscribed zoomorphic form (Plate XXTX-d) found on the 
northern side of the shore temple at Mamallapuram is the only 
image found in South India. The zoomorphic representations of 
Varaha are found at Ramtek in Maharashtra and Madhya Pradesh. 
The plausible reason is that an image of less than dasa-tala cannot 
be housed in the sanctum sanctorum as dhruva image. Hence, to 
instill the power of Varaha for worship, the Agamas have 
prescribed the way of establishing the therio-morphic form. 
However, there is a strict rule the kautuka image should. not 
resemble but four-armed Visnu in uttama dasa-tala measure.” 


g. One can find in the Varaha images of Guptas, Calukyas, 
Rastrakitas and later dynasties, Varaha’s face is turned .towards 
Bhidevi seated on his left elbow. On the other hand, Varaha’s face 
tilted towards his right looking at Bhudevi is seen in all the Varaha 
monuments at Mamallapuram, Namakkal, Tirupparankunram, etc., 
though Vaikhanasa texts prescribe that Bhudevi must be seated on 
his left thigh and his face must be turned towards his left. There 
arises a question whether the sculptors who almost followed the 
prescriptions of the Agamas were true to the basic text. Of course, 
there exists no difference between the sculptors and the basic texts. 
At all the places mentioned above, the temples face the west. In 
case Bhidevi is shown on the left side, the face of Varaha must be 





"Tt seems that the two major abstract attributes of the worlds viz. Punya and 
Dharma are depicted in the form of sages implying that both of them are brought 
to normal level, which is the ideal purpose of incarnations. Punya here is not the 
sage Markandeya who is the worshipper in all the places accompanied with Bhrgu. 
* KJK.79 p.152; KRA.6.21a; PRA.13.10a: VAK.22 p.149; VAS.17.14a. 
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shown facing Bhtdevi which is exactly facing the south. But the 
image facing the south is considered to be inauspicious or 
abhicarika, there had been no other way except showing Bhidevi 
on the right thigh of Varaha so that the face of Varaha looks at the 
north. One can find a beautiful image of Varaha with Devi on the 
left side at Tiruvitaventai’ near Mamallapuram, which is the only 
place praised by Tirumankai Alvar who mentions in his hymn that 
this is the only place where Varaha has Devi on the left side. 


3. The proportionate measurement, position and posture of 
Bhiidevi in the Varaha panel differ from region to region. In the 
areas of Pallavas, Atiyas and Pandyas, Bhiidevi is depicted seated 
on Varaha’s lap (right or left) or on his elbow but at the chest or 
navel level in the latter irrespective of the posture of Varaha with 
one of the leg firmly planted on the pedestal or in dlidha pose 
suggesting a slight upward movement. In the panels of the Deccan 
(of Calukyas and Rastrakittas), Bhiidevi is depicted in different 
postures. In cave No.II at Badami, she is depicted standing on a 
lotus held in the lower left hand of Varaha, in atibhanga style, with 
her right hand placed on the snout of Varaha and the left one as 
lamba-hasta. In cave No.III at Badami, she is depicted standing on 
the lotus held in the lower left hand of Varaha. She has here a calm 
manner, in samabhanga style with sthitakuficita fashion keeping her 
left leg straight and the right leg slightly bent at the knee. In cave 
No.XIV (Ravan-ki-khai) at Ellora, she is depicted standing on the 
left palm of Varaha in pdda-svastika or svastika posture, in 
atibhanga style, placing her right hand on the snout of Varaha as 
her support. In the panel in cave No.XV (Dasdavatdra cave) at 
Ellora, in cave No.XXVII at Ellora and in the cave on the south 
corridor of Kailasa rock-cut temple, Bhidevi is depicted sitting on 
the elbow of the left hand raised to the shoulder level but turning 
towards Varaha well or slightly. In the north side wall of sanctum in 
Ravulphadi cave at Aihole, Bhtidevi is depicted sitting on the crook 
of Varaha’s elbow, keeping her dangling legs on Varaha’s left hand 
turned to opposite side but her torso slightly turned towards 
Varaha and her face turned a little more. In one of the walls of 
Kailasa at Ellora, the same posture of Bhudevi is noticed but even 
the elbow is raised very much. In the panel found in Durga temple 


' This place has a typical name. The name ‘fa + entai’ means ‘my Lord has devi on 
the left side’. According to sthalapurana, the Devi here is not Bhadevi but Sridevi. 
However, the Vaikhdnasa treatises do not speak of Varaha carrying Sridevi on his 
lap. 
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at Aihole, Bhidevi is depicted sitting in utkutikasana on the 
uplifted left elbow. In almost all zoomorphic forms of Varaha, 
Bhiidevi is shown hanging on the tusk (damstra) of the Varaha 
which the Alvars also repeatedly mention. 


4. The system of proportionate measurement and standing 
posture is found followed accurately in the image of Varaha in 
Paramesvara Mahavaraha Visnu-grha (Adivaraha cave temple) at 
Mamallapuram and the Nityakalyana Perumal temple at 
Tiruvidaventai (near Mamallapuram), both meant for a perfect 
worship following the prescriptions of the Agamas. The Varaha 
image at Namakkal, occupying the place on the side of the main 
image of worship, follows the iconographic system but the portion 
of the body below the knee level is not shown with a view to suggest 
that this part is below the water. This image is the one to exhibit the 
forms of Visnu rather for worship, for, obviously, the invocation of 
many forms of Visnu and other deities around the feet and pedestal 
is not possible. 


5. One can easily come to conclusion that the freedom that the 
sculptors (Silpins) enjoy in the panels in and around temple 
premises as well as the cave temples is not permissible in the case of 
icons installed in the sanctum sanctorum. — 


Pralaya-Varaha 

Pralaya-varaha is the second out of the three varieties. One can find 
the legend of this also in the hymns of Alvars. At the beginning of 
Varahakalpa, Visnu incarnated in the form of vardha (wild-boar) and 
carried the earth on his protruding tooth (damstra) in order to save the 
latter from the destruction of cosmic dissolution, states the Vaisnava saint 
viz. Tirumankai Alvar.’ 


The legend found in the Vaikhdnasa texts resembles the above.” 
During the time of interim dissolution, Lord Visnu incarnated in the form 
of a gigantic Boar. He absorbed the floodwater into the pores of the hairs 
of his body and created the worlds again, hence the name Pralaya-varaha.” 
He assumed the form of Nara-varaha.’ Atri ascribes this episode to ancient 


' Periya Tirumoli.8.8.2. 
? KIK.80 p.153; KRA.11.20; PRA.13.29b-30; SAA.58.37-38. 
> The gigantic zoomorphic Varaha of Eran (Madhya Pradesh) is noteworthy in this 
regard. 
4 The word ‘srastum’ in infinitive form (tumun-anta) expresses the view that Visnu 
changed his gigantic form into Nara-varaha form for creation. However, if the 
word ‘srstva’ in past participle (ktvad-anta) is taken for granted, it offers the 
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times. The installation of Pralaya-varaha is meant for immortality, victory 
and promotion of progeny. 


The image of Varaha' must be depicted seated on simhasana in 
sukhasana style. His left leg is folded so as to rest on the seat and his left 
leg is let down along the seat. Out of the four arms, cakra and sarikha are 
held in the back pair. The lower right hand bears abhaya gesture whereas 
the left one is in katyavalambita, drupratisthita or uruhasta pose. The 
goddess Mahi (Bhidevi) is seated on his right side. Her left leg is folded 
and kept on the seat and her right leg remains thrown down. She holds a 
full-blown lily in her left hand and her right hand is placed on the seat 
perhaps as nidrahasta. Alternatively, she may hold lotus in her left hand 
and her right hand may bear katyavalambita gesture but this type is 
unusual. Her image must be in either sdcikrta or adhyardhaksa mode of 
disposition, to glance astonishingly at Varaha with wide-open eyes. 


Varaha must have the complexion of yellow or molten gold with 
the garments in blue (nila) or yellow. His complexion may also be blue 
(nila) with yellow garments. Mahi, of plant-green (sasya-Syama) hue, 
should be clad in puspavastra (variegated dress) and be decked with all 
sorts of jewels. 


The sage Narada, fashioned in nava-tala measure, is depicted 
standing on left side down the simhdsana. He is red-complexioned and 
holds the musical instrument vind in his hands. The sages Markandeya, of 
yellow complexion, and Bhrgu with the complexion of flame or yellow are 
the worshippers apparently kneeling on one knee i.e. ekajanukrama style. 


The zoomorphic form at Eran (Madhya Pradesh) is noteworthy 
which almost depicts Pralaya-varaha found in the Vaikhanasa works where 
it is stated that Visnu incarnated as a gigantic Varaha, absorbed the flood 
water in his pores of the hairs and later created all the beings and worlds. 
The entire body is covered with miniature figures of gods, sages and other 
beings which are represented like ornamentation. This conveys the main 
feature of this incarnation both saving and creation. 


Yajna-varaha 
Yajita-varaha” form of Lord Visnu ensured the sustenance of the 
sacrificial rituals. This deity is also invoked as Yajnesa, Yajnavardhana and 


nnn Ee 


meaning that the zoomorphic form has both the functions i.e. protection and 
creation. This suits to the purpose of Varaha incarnation found in the other. 

1 KIK.80 p.153; KRA.11.21-24a; PRA.13.31-33a; SAA.58.39-4a; VALS7 p.196; 
VAK.56 p.367. 

2 KIK..80 p.153; PRA.13.33b-35; SAA.58.44a—-46. 
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Vedamaya.' It is interesting to note that, in the hymnal works of the 
Vaisnava saints called Alvar, Varaha form is called Jnanappiran meaning 
‘Lord of wisdom’ or ‘embodiment of wisdom’. The ideology of Yajiia- 
varaha found in one of the Pafcaratra works viz. [svara samhita@ almost 
confirms to Purdnic references. Here the Varaha form represents various 
parts of sacrifices, in black colour with his hands clasped in afjali gesture. 
He removes the ignorance of those who take refuge in him and dispels 
their faults. His sole is marked with the parts of sacrifice. His damstra 
(protruding teeth) is mahavyahrti: his body represents the three worlds viz. 
Bhiloka, Bhuvarloka and Svarloka; and his mind is Sabdabrahman. The 
installation and worship of this form accomplish spiritual lustre and 
promotes sacrifices.* 


The legend of this Varaha is found in Kriyadhikara.* When the 
mightiest demon Hiranyaksa, puffed up with arrogance due to boons he 
received, became an enemy of sacrifice and afflicted the ones engaged in 
sacrificial activities, Visnu appeared as a gigantic boar and killed him. In 
this form, Visnu once again reinstated the sacrificial tradition, hence the 
name Yajfia-varaha. 


The form of Yajfia-varaha” resembles that of Pralaya-varaha but in 
complexion, he is of bright white, therefore he is also called Sveta-varaha. 
He is clad in yellow garments and decked with all sorts of ornaments. The 
image, to be fashioned in dasa-tala measure, must be depicted sitting on 
simhasana in sukhasana style, with his left leg folded and placed on the seat 
and the right one stretched down. Of the four hands, the back pair holds 
cakra and sankha. Though nothing is stated in the text as to what the lower 
hands hold, it may be taken for granted, on account of his seated posture, 
the right hand must bear abhaya or varada gesture whereas the left one 
must be in katyavalambita or airunyasta pose. He is accompanied with 
Sridevi and Bhidevi on right and left respectively both sharing the same 
seat. Sridevi, of golden complexion, is seated with her left leg bent and kept 
on the seat and her right leg stretched down. Bhidevi, of plant-green 
(sasya-syama) hue, is seated with her right leg folded so as to rest on the 
seat and her left leg thrown down conveniently in a position to look at 
Varaha with astonishment that is expressed in her wide-open eyes. Sridevi 
holds a lotus in her left hand and Bhidevi holds a lily in her right hand. 





' VALST p.197. 

* [svara samhita.24.238-243. 

* KIK.80 p.154. 

* KRA.11.24b-25a; PRA.13.33b-36a. 

° ~KJK.80 p.153-154; KRA.25b-26; PRA.13.36: SAA.59.47-48; VAI5S7 p.196; 
VAK.56 p.367-368. 
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Their other hand is placed on the seat obviously as nidrd-hasta. Both of 
them are well adorned with all sorts of ornaments. 


The worshippers are the sages Yajiia and Tirtha. Kriyadhikara 
mentions Kanaka instead of Yajiia as one of the worshippers. Both are of 
golden hue according to Bhrgu. According to Atri, Tirtha is of bright-white 
hue and Yajfia has the complexion like fire but he has syama complexion, 
as per Kasyapa. 


Varaha, as bestower of Wisdom to Bhidevi or to any other sages, is 
known well almost right from the early period. Hence Varaha is known as, 
in the hymns of the Alvars, ‘Jidnappiran’ (the Lord of Wisdom) and there 
are very popular beliefs (or sthalapuranas) that Varaha informed 
(narrated) everything to Bhudevi. Poykaiyalvar, the earliest amongst the 
Alvars, states that the Lord in the form of Varaha entered into the soul and 
dispelled the darkness in the form of ignorance with the light in the form of 
wisdom (jfiana).'| According to Nammialvar, the Lord who rescued the 
Earth in the form of Varaha, is the Lord of Wisdom (Jfidnappiran) and 
Who alone is the good for all the celestial and all sorts of beings.” 
Tirumankai Alvar, a contemporary of Nandivarman II Pallavamalla, while 
describing the Sayanamirti at Mamallapuram (Katalmallai), states that the 
Lord who incarnated as Varaha and lifted up Bhidevi (Nila-mankai in 
Tamil) is the lustrous embodiment of wisdom (Jfdnattin oli uru). The 
influence of the Vaisnava Alvars could have been one of the causes for the 
development of the theme of Yajiia-varaha in Vaikhanasa works. It 
appears, therefore, the theme of Hayagriva, the personification of Wisdom 
developed in the Paficaratra literature, is not traceable in plastic art form in 
the South India till the full-swing penetration and sway at about 10" 
century AD.  Tirukkurunkuti, one of the Vaisnava divya-desas in 
Tirunelveli district, has an important place for Varaha where Varaha is said 
to have narrated to Bhiidevi the episode of a canddla-bhakta, known as 
Kaisika-purana, which is recited in every temple on Kaisika Dvadasi, the 
twelth day in the bright fortnight (swkla-paksa) of the month of Krttika 
(Karttikai in Tamil). On par with two slokas of Sarandagati (carama-Ssloka) 
of Rama (Sakrdeva prapannaya...) and Krsna (Sarvadharman 
parityajya...), two Slokas (Sthite manasi... and Tatastam mriyamanantu...) 
are included amongst the Srivaisnava tradition of Ramanuja as the 
revelation of Varaha known as Vardha-carama-sloka.’ This view helps us 





' Mutal Tiruvantati, 91. 

> Tiruviruttam, 99. 

> These two verses carried out by generations are not traceable in Varaha-purana, 
believed to be the source of the verses. 
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to study a panel on the external wall of the sanctum sanctorum of 
Vaikuntha Perumal temple at Kanchipuram. 


Varaha (Plate XXVII-b) is depicted in standing stance slightly 
turned towards his left in ardharjvagata position, with his head turned to 
the same direction. His upper right and left hands hold cakra and sankha 
respectively. His lower left hand is kati-hasta and his lower right hand 
appears to be vyakhyana-mudra as the palm and fingers are kept close to 
the chest. Another figure with afjali-hasta may be Brahma, though single- 
headed, for Vaikhdnasa treatises mention a form of Brahma as Prajapati' 
with one head. Four heads appearing above may be the four ascetics 
Sanaka and so on, or the personified four Vedas, as Varaha is mentioned as 
redeemer of the Vedas. 


One of the earliest images of Varaha, with the above descriptions, 
is found in the Vaisnava cave temple at Malayatipatti (Plate XXIX-b). The 
image of Varaha is depicted in sukhdsana posture keeping the folded left 
leg on the seat and letting the right leg down. In this stone-stucco image, 
the backhands hold cakra (not prayoga) and Sankha on the right and left 
respectively. The front right hand is abhaya-mudra and the left one is 
uruhasta. The image is well ornamented with karanda-makuta, 
udarabandha, yajiiasitra, valaya, niipura and so forth. However, no other 
images are found together. 


Varaha, alongwith Narasimha, is mentioned to be the worshipper of 
Aniruddha but optionally. In such representation, Varaha’s image must be 
depicted in ekajanukrama posture occupying the place in front of 
Aniruddha on the left. His image, with puspanjali gesture, must be placed 
in between the brahmasthana and the sidewall, usual place allotted to the 
worshipping sages.” We find Narasimha in such position in the rock-cut 
temple at Tirupparankundram and at Deogarh (c. 6" century AD). 
However, Varaha is not yet noticed in such manner. 


In the structure meant for the installation of san-miirti (six forms), 
the image of Varaha must be installed in the room or cell on the northern 
aisle (alindra) on the second floor.2 The image of Varaha may be installed 
in the middle of the multi-storied structure, states Bhrgu.* He also refers to 
a different opinion that Varaha’s image must be installed in one of the cells 
where the reclining form of Visnu is set up. Generally in the three- 





| VAI21 p.69; VAK.20 p.137. 
2 KLA.19.241-243a. 

> VAK.35 p.244. 

“ KLA19.9b. 

> [bid., 15.213-214a. 
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storeyed structure meant for the installation of nava-marti (nine images), 
the sanctum of Varaha must be in the middle floor on the northern side. ! 


In the aisle (alindra) on the northern side of the middle floor in the 
three-storied structure, Varaha’s image must be installed, informs Marici.” 
In such case, the accompanying images of Candra, Halesa, Brahma, Siva 
and the worshipping sages are to be in front probably next to the side- 
walls. On the upper part of hind wall, Sanaka, Sanatkumara, Candra and 
Surya are to be depicted. Durga and Vighnesa are on the right and left 
sides of the door. The rule to set up Varaha image in this manner is 
followed in Sundaravarada Perumal temple at Uttaramerur. However, all 
the accompanying images are hardly seen anywhere in the above temples. 


A beautiful image found in the cell on the northern side of the 
middle floor in Sundaravarada Perumal temple at Uttaramerur is 
noteworthy in this regard. The image of Varaha is depicted here in 
sukhasana posture with right leg thrown down with the feet firmly resting 
on the snake-hood rather than resting on lotus normally seen everywhere. 
His left leg remains folded and placed on the seat. The legs of Devi, seated 
on the lap of Visnu in any form, are generally depicted hanging down. In 
the present case, her legs are stretched towards Varaha’s right knee almost 
in a posture of sitting on the lap of Varaha. Unusually, Varaha’s lower right 
hand is shown holding her feet whereas his left hand is in embrace around 
her waist. The upper hands hold cakra and sankha on the right and left 
respectively. 


The earliest representation of Adivaraha on a slab now housed in 
Mathura Musuem’ belongs to Kusana period and this is ascribed to 1‘ 2" 
century AD based on the inscription on the pedestal. The head is broken. 
The four-armed Varaha, decorated with Vanamald, Srivatsa, kataka and 
keyura, is shown standing in alidha posture facing left. Bhidevi is shown 
hanging on his tusk. The lower pair of hands is in katinyasta pose whereas 
the upper hands hold two discs.* 


The earliest representation of Adivaraha, tallying with the 
prescriptions of the Vaikhdnasa treatises, is found in the Varaha-mandapa 
rock-cut and another in Adivaraha cave temple (Paramesvara mahdavaraha 
Visnu-grha) both at Mamallapuram (c. 7th cent. AD). The latter seems to 


' VAS.3.156a. 

* VAK.36 p.249. 

> R.C. Sharma, Mathura Museum Introduction (A Pictorial Guide Book), fig. 
XXXII. 

“ Gupta Chandrashekhar, Some Syncretistic Representations, ‘Praci-Prabha’ 
Perspectives in Indology, p.236. 
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have been renovated in later period is once again reconstructed and 
renovated recently. 


The relief panel of Adivaraha (Plate XXVII-a) found in the 
Varaha-mandapa rock-cut at Mamallapuram is very much detailed. Varaha 
stands firmly on his left leg whereas his right leg is raised and the foot is 
placed on the hood of Adisesa (Ananta). The lotus leaves, flowers and 
ripples that hide the lower part of Ananta clearly express his emerging 
from the water or nether world Bhidevi is rescued from. Varaha’s right 
foot placed on the hood of Ananta suggests Varaha’s upward movement. 
As K.R. Srinivasan’ points it out, this is the best hybrid form with perfect 
natural and imperceptible merging of the head with the neck. His head is 
turned to his right sniffing the bosom of Bhidevi, seated on the right thigh 
almost on the knee itself, with an expression of shyness and happiness in 
her face and her hands closed up below the snout of Varaha. Varaha’s 
upper right and left hands hold cakra and sankha respectively. Varaha’s 
lower right hand supports Bhitdevi around her waist and his lower left 
hand holds her feet. Brahma is shown on the left of Varaha. He is four 
headed out of which three heads are visible and another head is supposed 
to be at the back as it is the custom in creating multi-headed figures. His 
upper right hand and lower right hand are in katyavalambita and kataka 
poses.” His left hands hold sruk and kamandalu or ajya-patra as if he is 
instructing the latter the means of worship of Varaha to be perceived as the 
personified form of yajnas (sacrificial rites) or future form as Yajfavaraha. 
The two sages on both the sides must be the sages Dharma or Punya and 
Tirtha as mentioned in the Vaikhanasa texts, as the entire panel almost 
tallying with the description of the treatises. A female figure standing with 
anjali-hasta on the right of Varaha may be another personified form of 
Bhidevi. K.R. Srinivasan® suggests this female figure to be the consort of 
naga. However, it is not suitable. The Vaikhanasa treatises prescribe the 
presence of the consort of Ananta but her figure that accompanies him 
must be a little smaller in size than Ananta, as one can find in the panels of 
Varaha in Paramesvara Mahavaraha Visnu-grha (Adivaraha cave temple) 
at Mamallapuram and Varaha images in different parts of India. Moreover, 
the consorts of the nagas should also have snake-hoods. On the other hand, 





'K. R. Srinivasan, op. cit., p.146. 

* Almost in all the sculptures of Pallavas and Pandyas, even vyakhyana-mudra 
appears to be kataka-hasta. This is probably the texture of the stone does not 
permit the fine finishing of the individual parts of the body like stretched fingers of 
one or two. Even in abhaya-hasta, the palm and hand are very close to the chest. 

* K.R. Srinivasan, op. cit., p.147. 
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this female figure may be taken as the consort of the sage or the 
personified form of Dharma-devata. 


A Varaha relief panel (Plate XX VIII-c) found in one of the niches 
in the rock-cut at Tirupparankunram (near Madurai in Tamil Nadu) is 
noteworthy and it is different from the ones at Mamallapuram and 
Namakkal. Varaha’s image is in moving stance, not in dlidha or 
urdhvajanu, with one of the leg planted firmly on the ground where 
maximum atibhanga posture is possible. The entire body of Varaha from 
foot to crown inclines on his right at the angle of about 13 degrees. This 
method of depiction is possible in relief sculptures alone and it is not 
applicable for the freestanding image of Varaha. However, this panel is 
natural expression of the attitude of Varaha in rescuing and swiftness in 
bringing Bhidevi from the nether world (Rasdtala) to the normal 
condition. Varaha’s right leg is raised as ardhvajanu pose and the foot is 
placed on the hood of zoomorphic naéga whose hood unusually remains 
turned towards Varaha. Varaha’s other foot is placed on the middle of the 
body of the snake. Naga and his consort are depicted separately in 
supplication. Varaha’s face (snout) is turned towards his right but not near 
the bosom of Bhidevi as found in other places. His upper right and left 
hands hold cakra (in prayoga) and sankha respectively. His lower right 
hand grips Bhudevi on her upper part of arm and his lower left hand is in 
lirunyasta pose. Here the proportionate size of Bhudevi in less than 
kanistha-pancatala is comparatively smaller than in other panels found in 
the above two places, probably suggesting he the gigantic from of Varaha. 
Bhidevi is depicted seated on Varaha’s right thigh hanging down her legs 
with ease placing her left hand on Varaha’s thigh in casual manner. Her 
right hand appears to be in kataka-hasta. Generally, the entire panel with 
its style and depictions stands as a unique one and different from all the 
panels of Varaha. 


A Varaha image, ascribable to last quarter of eighth century AD, is 
found on the upper saduram (square bracket design) of one of the pillars of 
the second fala in the triple-storeyed cave complex at Undavalli (Andhra 
Pradesh).' Varaha is seated with folding his left leg and flexing his right leg 
down. Bhidevi is placed on Varaha’s left lap and she is gracefully 
embraced with the hand of Varaha. Varaha’s head is turned to the left at 
the level of Bhudevi’s head but without touching her. 


A beautiful Varaha sculpture (Plate XXIX-a) is found on the 
external wall of the main shrine in the Vaikuntha Perumal temple at 


'K.V. Soundara Rajan, op. cit., p.271. 
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Kanchipuram.' Varaha in moving stance is depicted leaning on his left at 
the angle of about thirteen degrees and his face is turned to proper left. 
Varaha is shown as if in movement placing his right leg on the pedestal and 
his left leg is in ardhvajanu posture. Bhiidevi is seated on his left thigh 
slightly leaning on the left being supported by the lower left of Varaha and 
being held at her knees by the lower right hand of Varaha. Varaha’s 
backhands hold the usual attributes. Here ndga-rdja alongwith consort 
stands on the left instead of supporting the uplifted leg of Varaha. 
Generally, the images found in the panel as well as the one in the rock-cut 
cave at Tirupparankunram are not fit for the installation in garbha-grha, 
for the image with one or both the legs firmly planted on the pedestal is an 
important aspect for the permanency (sthirata) of the installation of the 
deity, as even the pratisthd (consecration) must be performed in sthira-rasi, 
a period meant for the eternal presence of the Supreme One invoked and 
consecrated in the icon installed in the sanctum sanctorum. Moreover, free- 
standing (citra) image of Varaha with the above description becomes highly 
difficult for permanent set up and balancing of the same, as even in the 
image with atibhanga posture the leaning of the image exceeding the agnle 
of five degrees from the brahma-siitra (middle plumb line) is practically 
difficult. 


The image of Varaha (Plate XXVIII-a) in the third cell of the 
Narasimha cave temple at Namakkal is noteworthy for its features. 
Varaha’s right elbow is raised to the level of his shoulder or snout and 
Bhudevi is shown seated on the upper arm.” This type is commonly found 
in the North Indian sculptures but this is the only representation in South 
India; the left leg planted firmly on the ground is shown above the knee 
level indicating that Varaha stands in water. Ananta is shown on the right 
and a female figure probably Bhtdevi is depicted in ekajanukrama in 
saluting attitude. Four heads are shown above Varaha. Champakalakshmi 
suggests them to be the four sages Sanaka, Sanandana, Sanatana and 
Sanatkumara.’ However, one of the head with beard creates a doubt, for 
these four sages are depicted in child form in the Vaikhdnasa works. 
Therefore, these four may be taken as the personified forms of four Vedas 
as one of them being Rgveda is indicated by the beard for its being the 
oldest one of all. 





! As the panel of sandstone is corroded, the features and beauty of final finishing 
of the image cannot be fully realized. Varaha’s snout is also partly deformed due to 
time and weather. 

This description is found in Pancaratra work viz. Visvaksena samhita (11.54) 
alone. However, this work prescribes the left elbow to be raised up. 

3 Champakalakshmi, op. cit., p.88. 
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One can come across a good number of inscriptions contributing to 
Varaha temples right from the period of the Colas. The Varaha temple at 
Tiruvidaventai (prior to 8" century AD) has a number of inscriptions. 
Moreover, there is a cross reference to Adivaraha or Bhivaraha temple 
(prior to 1100 AD) at Adivarahanallur (present Srimushnam near 
Chidambaram) in the inscription found in Nityesvara temple.’ 


A freestanding stone image of Varaha (Plate XXVII-b) is in 
Nityakalyana Perumal temple at Triuvitaventai (prior to 8" century AD) 
near Mamallapuram. This image resembles the one at Mamallapuram 
except the side of placement of Devi. As per local legend (sthalapurana), 
the female deity seated on the Varaha’s lap is Sridevi. 


Varaha’s image is found also as kostha-devata on the superstructure 
(vimana) of the Visnu temples especially as a landmark of the temples 
following Vaikhanasa system of worship. Varaha in sukhdsana posture may 
be created on the western side of neck (gala) part of vimana 
(superstructure) above the garbhagrha of the main shrine.” The same must 
be placed on the pdda-varga’ part of the temple, in the niche within torana 
ic. deva-kostha,’ on the northern side; Marici offers the views of some 
other authorities.” 


Varaha images had been set up also in the Siva temples in the 
niches (kostha — bhadra-kostha, deva-kostha and griva-kostha) right from 
the period of Colas whose contributions to Varaha temples are found in the 
inscriptions. Some of them are - on the western grivd-kostha in 
Sundaresvara temple at Titukkattalai’ and on the northern side of the 
upper tier of the dvi-tala superstructure in Gangaikondacholisvaram 
temple at Gangaikondacholapuram (c. 1035 AD).’ A miniature sculpture 
of Adivaraha (Bhiivaraha) over the yali freize of the deva-kostha in 
Brahmapurisvara temple (c. 907-955 AD) at Pullamangai (Tanjavur 
district) is noteworthy for the moving posture of Varaha carrying Bhudevi 





1S.R. Balasubrahmanyam, Later Chola Temples, p.88-89. 

* PRA6.17b-18a. 

3 The component of the temple i.e. padavarga is nothing else but the wall of the 
sanctum sanctorum or any room. This part serves the purpose of leg i.e. support to 
the structure. 

“ The niche existing on outer side of the sidewalls is called deva-kostha. Deva- 
kostha is the place to accommodate the images of any grade. In some temples, the 
deva-kostha is empty but the relevant deity is invoked during the rituals and food 
is offered. 

> VAK.9 p.44. 

° §.R. Balasubrahmanyam, Early Chola Temples, p.310. 

7§.R. Balasubrahmanyam, Middle Chola Temples, p.248. 
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on his lap.’ A Bhivaraha is noticed on the west on the second row of hara 
over first tala of the superstructure (vimana) in Vachisvaram temple (c. 
1012-1044 AD) at Tiruppasur (near Chennai).’ 


Narasimha 

Narasimha is the fourth form of major incarnations enumerated in 
the lists. The legend of this incarnation is well known also in the Puranic 
literature. This form happens to be a casual reference in the hymns of the 
Vaisnava saints (Alvar) whenever there is necessity of proving the 
omnipresence and compassion of the Supreme Being ie. Visnu. It is 
interesting to note that this form had been one of the three royal insignia of 
the rulers of the dynasties of Pallava, Pandya and Colas and this is 
confirmed from the sculptures of their periods. Moreover, the image of 
Narasirnha had been shown on the structures of Siva temples also right 
from the period of the Pallavas. We notice a number of temples dedicated 
to Narasimha throughout India at least from the time of Guptas. As such, 
the sculptures in the Varaha-narasimha (medieval period) temple at 
Simhachalam (Andhra Pradesh) undoubtedly confirm the strong influence 
of the Vaikhanasa treatises. Narasimha is included in the twenty-four forms 
of Visnu. In such forms, his complexion is like gold and he is bedecked with 
all sorts of ornaments. Of the four hands, the attributes sankha, padma, 
gada and cakra must be held starting from the lower right hand clockwise.* 


The image of Narasimha must be fashioned in madhyama dasa- 
tala." The measurements are detailed well. The head is of the lion and the 
rest is human. The total measure is 120 angulas. Rest of the measures is 
same as that of the image of Varaha. 


There are certain prescriptions regarding the image of Narasimha 
found in the Vaikhanasa treatises. As per Kriyadhikara, the image of 
Narasimha installed in the sub-shrines (dsraya-dlaya) must be depicted in 
seated posture alone irrespective of the posture of the image of Visnu in 
the main sanctum sanctorum.° The kautuka image of Narasimha may be 
created like Narasimha or like that of four-armed Visnu.° The utsava 
image must be of four-armed Visnu alone.’ The image of Narasimha 


'S.R. Balasubrahmanyam, Early Chola Temples, fig.38. 
* §.R. Balasubrahmanyam, Middle Chola Temples, p.297. 
* PRAAT Is 

* KLA.18.19b. 

> KRA.17.38a. 

° Tbid., 6.21b; SAA.59.34b; VAI.22 p.73. 

" KRA 6.22. 
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without any attributes is beneficial to all. However, the image with 
attribute is compulsory for the kings (rulers).’ 


Narasimha is considered destroyer of enemies and promoter of all 
sorts of benefits to the people.” Hence, his image must be shown on the 
structure (vimdna) on any floor but facing south or west.’ As such, one can 
find the image of Narasimha in almost all the Visnu temples. 


Narasimha’s image in swkhdsana posture may be set up on the 
southern side of neck (gala or kantha) part i.e. griva- -kostha’ or bhadra- 
kostha’ of vimana (superstructure) above garbhagrha of the main shrine.” 
Marici insists that the image of Narasimha must be placed below the 
sikhara within the component called mahanasi i.e. griva-kostha on the 
southern side.’ However, he refers to some other authorities opining that 
Narasithha’s image must be on the western side.* His image must be placed 
on the pdda-varga part of the temple, in the niche within torana i.e. deva- 
kostha, on the southern side, thus Marici offers the view of some other 
authorities.” 


In the structure meant for the installation of san-miirti (six forms), 
the image of Narasimha must be installed in the room or cell on the 
western aisle (alindra) on the second floor.’° In the multi-storied structure 
consisting of the reclining form of Visnu, Narasimha’s image must re 
installed in one of the cells, states Bhrgu echoing some authentic view.' 
Generally in the three-storeyed structure (tri-tala vimana) meant for the 
installation of nava-martis (nine images), the sanctum of Narasimha must 
be in the middle floor on the western side.” 


The image of Narasimha in any form on the superstructure may be 
of stone, lime, mrd, or portrait.” However, the image of standing 


' KLA19.22b-23a. 

? Ibid., 19.26a; VAK.39 p.267. 

> VATLAI p.142. 

‘ The niche exactly below the Mahanasi of the temple is called griva-kostha. 
> The niche above the Prastara (cornice) but generally found in bhadra-sala is 
known as bhadra-kostha. 

° PRA.6.17-18a; VAL41 p.142. 

'VAK.9 p.43. 

8 Tbid., 9 p.44. 

* Ibid., 9 p.44. 

10 Tbid., 35 p.244. 

" KLAA15.213-214a. 

2? VAS.3.156a. 

8 VAK.39 p.267 
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Narasimha, to be installed in the temple must be made of stone.' In 
dhruvarca aspect of worship, Narasimha’s image should not be 
accompanied with the icons of Sridevi and Bhidevi. Such icon must be set 
up in the daivikapada in the garbha-grha’ rather brahmapada prescribed 
generally for the dhruvarca icon. This is meant for the ones engaged in 
yogamarga.° 


It is interesting to note that Narasimha, alongwith Varaha, is 
mentioned to be the worshipper of Aniruddha or Adimirti but optionally. 
In such case, Narasimha’s image, fashioned in nava-tala measure and 
decked with all sorts of ornaments, must be depicted in ekajanukrama 
posture occupying the place in front of Aniruddha on the right. His image, 
with puspdafijali or afjali gesture, must be placed in between the 
brahmasthana and the sidewall, usual place allotted to the worshipping 
sages.’ Varaha is not traced anywhere in the panels but Narasimha is in the 
cave temple at Tirupparankunram, Namakkal and at Deogarh. 


In the Vaikhanasa works, this major incarnation is described in two 
main types viz. girija and sthiinaja but, in general, there are five types viz. 
Girija-Narasimha, Sthtmaja-Narasimha, Sudarsana-Narasimha, Laksmi- 
Narasimha and Patala-Narasimha.° Prakirnadhikara includes the sixth one 
viz. Puccha-Narasimha. 


The image of Narasimha must be installed in the structures 
(vimana) viz. Trikita, Harmyaka, Parvatakrti and Sripratisthita to’ gain 
victory over enemies.’ However, there are some restrictions regarding the 
places of installation and worship of Narasimha. Temples of Sudarsana- 
Narasimha and Sthinaja-Narasimha must be established, on the outskirts 
of village,® on the hills, forests, gardens, grooves and the places adjacent to 
pools, rivers and waterfalls, for their temple causes destruction’ to the 
people probably on the ritualistic and ceremonious reasons. The images of 
other types may be installed in the temples anywhere in the village or town 
but they should have four entrances (dvdra). Kriyadhikara commends the 


" KLA.18.23a; SAA.13.56b. 

* KRA.11.47a. According to BCS (4.24a), the area of seated image of Narasimha 
should also include manusa-pada in the sanctum sanctorum. 

* KRA.12.39, 

“ KLA.19.241-243a; SAA.62.10-11a. 

° VALS6 p.186. 

° KRA.11.28-29a; PRA.13.51b-52. 

’ PRA.13.50-Sla; VAS.19.1b. 

* KRA.11.50-S1. 

° Another reading of Kriyadhikara (11.50a) ‘gramadhikyam niriksanam’ means 
‘the image faces almost the entire village’. , 
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establishment of various forms of Narasimha - the image of Girija- 
Narasimha in between south and southwest, Sthiinaja-Narasimha in 
between southwest and west, Sudarsana-Narasimha on the west, Laksmi- 
Narasimha in between west and northwest and Patala-Narasimha on the 
northwest.’ However, their images must be set up facing the village.” 


The image of Sthtmaja-Narasimha installed on the top floor of the 
structures (vimana) viz. Mahapadma, Svastika, Bhadraka and 
Mahabhadraka is meant for fame, long-life, victory over the enemies and to 
get rid of all inauspiciousness, fear and diseases as well. > The image of 
Girija-Narasimha may be set up on the top floor of the structures (vimana) 
viz. Parvatakrti, Nandydvarta, Sarvatobhadra, Svastika and Sripratisthita in 
order to subjugate the enemies and barbarians, to gain invincible power 
and to get rid of all sorts of troubles.‘ 


Girija-narasimha 

The legend of Girija-Narasimha is found in the Vaikhanasa 
treatises as follows: all the worlds were much afflicted by the demon 
Hiranyakasipu, who became arrogant due to the boon he received that he 
could be destroyed neither by men, beasts nor deities, living nor non-living, 
during day nor night. To destroy him, the lord Hari incarnated himself on 
the hill (hence the name) outside Sonitapura (the city of the demon) in his 
theriomorphic form of man-lion and waited until that evening. Later on, he 
came out and, at the entrance of Hiranya’s residence, killed the- demon 
with his sharp nails, which served the purpose of weapon having the nature 
of both living and non-living. Subsequently, being pleased with the prayers 
of the deities, he stayed on the hill itself. He conferred a boon on them that 
his form might be installed and be worshipped for gaining victory over the 
enemies, for prosperity and also for relief from all misery. Thus, the lore 
behind this type is found in the Vaikhdnasa works. 


Like Sthinaja-Narasimha, the legend of Girija-Narasimha is not 
very popular in Purana literature. Undoubtedly these treatises had 
included lore and legends of the local and regional traditions, which were, 
in later times, given the coating of Puranic sanction as Sthalapurana. 
However, the hymns of Alvars, belonging to earlier and contemporary 
period of Vaikhdnasa works, do not mention about this type. The 
incarnation of Narasimha is casually referred to in such hymns as an instant 





1 KRA.17.40-42; VAS.19.2b. 

* VAK33 p.10. 

3 KIK.81 p.156; SAA.24b-25. 

4 KIK.37 p.69, 81 p.155. 

° KIK.81 p.154; SAA.59.1b-9a. 
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and flashing incarnation. The images of Girija variety are found in most of 
temples of South India right from sixth century AD. It is one of the 
contributions of Vaikhanasa treatises to art history. Some of the plausible 
reasons for the evolution of Girija-Narasimha can be summed up as under: 


iL, Ghatika’ (Tirukkatikai, present Sholinghur on the west of 
Chennai, Tamil Nadu) had been one of the earliest place of Vaisnava 
importance praised by the early Alvar viz. Peyalvar’ (prior to 4" 
century AD). Tirumankai Alvar’ (8 Century AD) praises the deity 
residing on the hill here. The Sthalapurana mentions that Narasimha, 
being praised by the seven sages, appeared on the hill here for a period 
of ghatika (24 minutes), in the form of Yoga-Narasimha. Hence, this 
hill is called Ghatika-acalam* or Ghatika-adri. This legend, popular 
before the evolution of Vaikhanasa treatises, could have caused the 
Vaikhanasa authors to include this form in their treatises, with a new 
legend on par with the popular one. As the deity is praised as the 
nectar-fruit (akkdrak-kani in Tamil and Amrta-phala in Sanskrit), it is 
probable that this form became the medium to attain moksa. 


De Another popular place is Ahobilam° (Cirkavelkunram, near 
Karnool in Andhra Pradesh). Tirumankai Alvar praises this place. It is 
said that the lord Visnu appeared to the sages in the form of 
Narasimha here. 


1 C. Minakshi, Administration and Social Life Under Pallavas, p.231: “This ghatika 
was presumably a different one from the famous one at the Pallava capital. It was 
probably the ghatikachala at the Sholingar hill near Banavaram in the North Arcot 
district. This place is referred to as Kadigai in Siriya Tirumadal and Periya 
Tirumoli of the Vaisnava saint Tirumangai Alvar, a contemporary of Nandivarman 
Pallavamalla. During the Pallava period, it was well known center of Sanskrit 
learning and a stronghold of Vaisnavism... Pallava influences are traceable in the 
neighborhood of this place... The ghatika was probably located in the temple itself 
dedicated to Narasimha.” This place had been one of the educational centers right 
from the period of Pallavas. 

g Mianram Tiruvantati. 61. 

> Periya Tirumoli.8.9.4. ‘I approach the deity in the form of nectar-fruit dwelling on 
the Katikai (Ghatika) hill’. 

* Present structure of the temple is the one renovated by Candamarutam 
Mahacarya (Dottacarya), the author of some Visistadvaita works, in the second 
half of sixteenth century AD. 

> Periya Tirumoli.1.7.1-10. Present temple and images belong to the Kakatiya 
period (c. 11 century AD). Tirumankai Alvar says that none but the deities can 
approach this hill because of its being situated in the forest area. It is doubtful 
whether Tirumankai Alvar entered into this place. 


CHAPTER V: FORMS OF VISNU 205 


The above two reasons are acceptable to mean the word ‘girija’ 
exactly ‘born or evolved on the hill’. This concept became rule and, in later 
times, had influenced the sculptors and patrons to create the images of 
Narasimha on the hills or in the caves of the hills. Singaperumal Koil near 
Chennai, Namakkal near Salem, Anaimalai (present Narasingam) near 
Madurai, all in Tamil Nadu, Ahobilam, Mangalagiri and Simhacalam in 
Andhra Pradesh are the best examples of the influence of the texts of 
Vaikhanasa system. 


The image of Girija-Narasirnha, based on the postures and 
attributes, can be classified into three types viz. Sukhasana, Yogasana and 
Kevala although the texts name the third one alone. According to ant the 
image of Girija-Narasimha may be in standing or seated posture.’ These 
three types differ from each other on the basis of the presence of the 
goddesses. It is this rather than the postures and ie attributes that has 
caused a multiplicity of opinions among the scholars.’ 


The image of Girija-Narasimha® must be depicted seated on 
simhasana in sukhasana or virdsana posture, optionally with his consorts. 
His right leg is stretched down and left leg is folded and placed on the seat. 
The attributes cakra and sankha are held in the upper pair of arms. The 
lower right hand bears abhaya, kataka‘ or dana gesture whereas the other 
lower one is in #ruprasarita or katyavalambita gesture. He is of bright white 
hue like the combination of the colour of the jasmine and the moon. He is 
clothed in red and wears karanda-makuta and all sorts of jewels. As per 
Kasyapa, Aniruddha, overshadowed with enone s hood of seven or five 
heads, may be present behind Narasimha.’ Of the four arms, Aniruddha 








' SAA.59.21a. 

? Champakalakshmi, op. cit., p.96: “The term Kevala Narasimha may be used to 
denote the single Narasimha figure but Yoga Narasimha is invariably represented 
as seated in yogasana... Similarly Girija Narasimha is not the same as Yoga 
Narasimha.” 

3 KJK.81 p.155; SAA.59.10-12a, 16-20; VAI.56 p.190; VAK.5S7 p.370. 

4 The statement ‘daksinam pirvam abhayakatyavalambitam’ in Vaikhanasagama 
(56 p.190) is to be ‘daksinam pirvam abhayam katakavalambitam’. Katyavalambita 
gesture is not generally applicable to the lower right hand. As the errors are 
common in the texts, one can take it ‘kataka-avalambitam’ meaning ‘kataka- 
mudr@ which is common in the sculptures. It may be also ahaya-varada gesture as 
there is a slight difference between kataka and ahiya-varada gestures. 

° This type of representation is not identified so far in the Hindu sculptures. The 
earliest reference to naga depicted in human form, crested with five headed hoods, 
standing behind the image of Jina, holding flywhisks in his hands is found at 
Kalukumalai (Tirunelveli district, Tamil Nadu). This Jaina panel of Pandyan style 
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holds cakra and sankha on his upper arms and his lower pair of arms 
touches his ears in reverence. Alternatively, Ananta alone may remain 
behind forming a canopy of his hoods over Narasimha’s head. The image of 
Narasimha may be accompanied with that of the goddesses Sridevi and 
Bhidevi on the right and left respectively. Sridevi, of golden hue, and 
Bhidevi, of plant-green (sasya-syama) complexion, are bedecked with all 
ornaments. Both of them keep the inner leg folded to rest on the seat and 
the outer leg let down. Sridevi holds a lotus in her left hand and Bhidevi a 
lily in her right hand. Their outer hand is placed on the seat, obviously as 
nidrahasta. Both Brahma and Siva, decorated with jata-makuta, stand on 
right and left sides respectively, below the seat of Narasimha. Four-armed 
Brahma holds aksamala and kundikd on his upper arms whereas Siva holds 
aksamala’ and parasu. Both of them keep their lower pair of hands in afijali 
gesture. On the other hand, their lower right and left hands may be in 
abhaya and katyavalambana gestures respectively. The sages Markandeya 
and Bhrgu are also present. Samaveda, the dark-hued (syama), is the 
mount; and Bhitisa, the red-complexioned one, is the Saisika. 


The image of Girija-Narasimha, accompanied with the image of 
consorts, may also be depicted in a fashion that both of his legs are placed 
on the simhdsana itself. His right leg remains folded well upright and the 
left one is slightly stretched out and placed horizontally, apparently in 
lalitasana or maharajalilasana. 


In another form,’ Narasirmnha’s image is depicted with his left leg 
slightly stretched down the simhdsana in urdhvajanu’ pose in which the 
knee remains slightly raised up. His right hand is placed on his right knee in 
gajahasta style and his left hand, with a slight bend at the elbow, is placed 
on his left thigh.” Other features are same as the one detailed earlier. 


One of the earliest images of Narasimha of the above description is 
the one found at Malaiyadippatti in Tamil Nadu (Plate XXX-b). The image 








belonging to eighth century AD is one of the early examples of the Hindu art 
influencing the Jaina art. 

! This is an unusual description. Generally, Siva is described holding aksamala 
(rosary) only in the form of Daksinamitrti. Moreover, the image of Siva other than 
Daksinamirti is hardly traceable with this feature. 

? VALS8 p.198; VAK.57 p.370. 

> SAA.59.12b-14a. 

“In ardhvajanu pose, the knee remains slightly raised up which is applicable to 
both standing and seated forms. 

° A rare sculpture of Virabhadra almost resembling this posture is found at 
Senpakesvara temple at Paramesvaramangalam in Kanchipuram district. ma R. 
Balasubrahmanaym, Early Chola Temples, fig.288) 7 
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of Narasirhha in the Vaisnava rock-cut temple is noteworthy. This is the 
earliest representation of Narasimha in virdsana pose. The image is 
depicted seated in ardha-utkutikasana, folding the right leg and placing it in 
a slant angle so that the foot rests on the seat. The left leg is let down. The 
upper hands in kartarimukha gesture carry cakra (not in prayoga) and 
Sankha on the right and left respectively. The lower right hand is placed on 
the knee as gajahasta whereas the left one is in drunyasta pose. The face is 
depicted benign. The ornaments include channavira, kataka, valaya, 
udarabandha, yajfopavita and nipura. The triangular Srivatsa is prominent 
on the right breast. This image of Muttaraiyar style is made of stone and 
plastered with stucco and painting. 


Yoga-narasimha 

_ The image of Narasimha, fashioned in madhyama daSa-tala 
measure and decorated with all varieties of ornaments, is depicted with 
four arms apparently in utkutika posture of sitting.” Both the legs are 
folded and made to rest on simhdsana.’ A cloth band is tied around his 
thighs and waist. The back arms hold cakra and Sankha and the front ones 
are placed on the knees as prasarita fashion obviously in gajahasta style. 
Sridevi, of golden complexion, and Bhidevi, of syama colour, may 
accompany him on right and left respectively. Brahma and Siva, both 
four-armed and fashioned in nava-tala measure, stand on right and left in 
saluting attitude. Samaveda, of syama (dark) complexion and adorned with 
jewels, serves the purpose of his mount. Bhimisa, the red-hued 
gandharva, is Saisika i.e. recipient of remnants of Narasimha. This image is 
to be installed on the middle floor on the western aisle (alindra). 


We do not come across any dhruva image of the above description 
in any temple. A sculptural relief panel, probably the earliest one (late 
Cola period), in Kampaharesvara temple in Tribhuvanam® (South Arcot 
district) is noteworthy. The eight-armed image seated in ardha- 
utkutikasana has the right leg thrown down and the left one flexed high. 





1 PRA13.53-58a; SAA.59.14b-15. The Paficaratra treatise viz. Visnutantra (17.7b- 
8) also describes this type. (cf. H. Daniel Smith, op. cit., p.140.) 

> Here the posture is not clearly stated but one can easily infer that it must be 
utkutika posture because the cloth-band prescribed here is possible only in such 
posture, in order to make the same firm and straight. 

> This is called gajahastasana in BCS (4.22b). 

‘ This posture, according to BCS (4.23a), is applicable to Narasimha deprived of 
the consorts. 

5 This name is found as also Bhitisa and Bhitesa in Samurtarcandadhikarana 
(59.39b). 

° Photo is reproduced in Vaisnava Iconography in Tamil Country (fig. 35); 
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There is a yoga-patta around the left knee and the waist. Two standing 
female figures are seen below the simhdsana. These two figures must be 
Sridevi and Bhiidevi, for these two figures cannot be taken as 
camaradharini or pujaka because of absence of camara or afijali-mudra and 
ekaja@nukrama posture. 


Kevala-narasimha 

Kevala-narasimha is one of the types of Girija-narasimha. This 
form, unaccompanied with his consorts and made of stone but devoid of 
painting, is recommended for relief from the bondages of transmigratory 
world as well as for victory over the enemies. The image, made of stone 
and painting over, promotes prosperity and welfare of the yajamdna 
(donor), the region and the country.. As per Brahmiya-citrakarmasastra, 
the image of Kevala-narasimha may be also in standing stance of 
samapada, vaitastika or ardhavaitastika mode’ which could have been 
followed by the sculptors to depict Narasimha in standing posture in the 
rock-cut temples of Namakkal and so on. However, the standing image of 
Narasimha in dhruva form is not traceable in temples but as one of the 
sculptures on the temple walls. 


This form is identical with that of Yoga-narasimha, but without the 
goddesses. The image,’ decked with all varieties of ornaments, is depicted 
sitting on padmapitha in utkutika posture placing both the legs crosswise so 
that both the knees remain facing opposite direction. A cloth-band is. tied 
around the thighs in order to keep the posture firm. Out of the four arms, 
the upper pair holds cakra and sankha whereas the lower ones are 
stretched out and placed on the knees in gajahasta or dandahasta fashion 
like the trunk of elephant. ; 


The same type of Narasimha image depicted seated on simhdsana 
in yogasana fashion and accompanied with Brahma, Siva, worshipping 
sages, Sirya and Candra, is prescribed for installation on the western aisle 
on the middle floor of the three-storied structure.’ In such representation, 
Canda and Pracanda serve the purpose of dvarapalas. 


The Kevala-narasimha images, in real sense of being alone without 
any consorts (Devi), are common in Maharashtra and Madhya Pradesh. As 


* SAA.13.576-59. 

* BCS.4.23b. 

> VAI.22 p.73, 58 p.198; VAK.57 p.370-1. 

The Pdfcaratra works viz. Visvaksena samhita (11.58-63), Isvara samhita (4.62b— 
66) and Padma samhita (31.257-261a) also describe this form but Narasimha is 
depicted with three eyes. 

* VAI.39 p.133; VAK.36 p.249, 
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K.V. Soundara Rajan rightly points out, Narasimha images had been 
common in Calukyan regions.’ A standing Narasirnha image in the Visnu 
temple at Eran (mid 5" century AD) must be the earliest one of that type. 
Another image of Narasimha seated in mahdrajalilasana on lotus seat is 
found in the chaitya window of the famous Dasavatara temple at Deogarh 
(c. 5" century AD). His upper right hand holds a gada and the left hand 
holds a sankha. His lower right hand holding cakra is placed on the knee of 
right leg flexed high and the left leg is in drunyasta pose. A figure with 
afijali-hasta is seen to the left of Narasimha. 


Two images of Kevala-narasitmha at Ramtek (Maharashtra) which 
confirm the spread of Vaisnava cult in Maharashtra appear to be the 
earliest images in round (citra) supposed to be made for installation in the 
temple. The image (Plate XXX-e), though corroded due to time and 
weather, must have been finely executed and ornamented in the original as 
suggested by the worn-out vanamald. The two-armed image is in /alitasana 
with erect body with the right leg flexed high and the left leg folded and 
placed on the pedestal. The left hand is in a#runyasta pose and the right 
hand, as gaja-hasta or danda-hasta, is placed on the uplifted right knee 
holding a cakra. Another Kevala-narasimha at Ramtek is almost same as 
above but lower in grade of fine work. The figure is in mahdrajalilasana 
with a slight flexible body. 


A beautiful rock-cut Kevala-narasimha (Plate XXX-a) is the. one in 
Agiripalle (Andhra Pradesh). This must be probably the earliest image in 
South India. Narasimha is depicted sitting in ardha-padmasana. Of the four 
arms, the upper right and left hold the cakra (not in prayoga) and sankha 
respectively. Lower right hand is abhaya-hasta and left hand is in drunyasta 
pose. A bird-like figure whose frontal upper portion (from head to neck) 
extends from the navel of Narasimha upto the bottom of the seated figure, 
appears to be vahana (mount) on account of its being exactly in the middle 
of Narasimha, probably Garuda. 


Kevala-narasimha images in standing stance are not found as 
dhruva-bera in real sense in the sanctum sanctorum of the temples of South 
India. However, two standing images are found one in Ranganatha rock- 
cut temple at Namakkal (Plate XXX-d) and another on the external wall of 
the sanctum sanctorum in Vaikuntha Perumal temple (Plate XXX-c) at 
Kanchipuram. In the latter, Narasitnha is depicted in samabhanga posture 
slightly turned to his right. His upper right and left hands hold the cakra 
and Sankha respectively. The lower right hand is in kataka or Ghiiyavarada 





1K.V. Soundara Rajan, Rock-cut Temple Styles, p.54. 
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pose and his left hand is in vyakhydna or siici pose. A figure, probably a 
sage or Prahlada, is on the right in ekajanukrama posture in supplication. 
Kevala-narasimha relief sculpture in the Ranganatha cave temple 
resembles the above in all features but the figure in supplication is absent. 


A standing Kevala-narasimha, the earliest in South India, is the one 
found in cave No.JII at Badami. The image of Narasimha in adbhanga 
standing posture with his upper part deviated on the left side supporting on 
gada with his lower left hand. His upper hand appears to be abhaya-hasta. 
His lower left hand raised up with the folding at the elbow and the forearm 
is stretched in front so that the fingers turned down with the palm facing 
inwards, obviously in pallava-hasta. The face of the lion, and sata (manes) 
are finely finished in a natural way. The attributes cakra and Sankha are 
depicted as dyudha-purusas just above the upper right and left hands 
respectively. Two figures, Prahlada and Garuda, in medium size, stand on 
the right and left correspondingly. Narasimha and other figures are well 
ornamented. 


The images of Yoga-narasimha as Kevala-narasimha are common 
in South Indian temples as dhruva form either in the main shrine of sub- 
shrines. Such images are also found on the vimana (superstructure) of the 
Siva temples. 


One of the best instances for this type is the image of Yoga- 
narasimha (c. 770 AD) in the rock-cut temple at Anaimalai (present 
Narasingam) near Madurai, the earliest one available now as a dhruva 
image in true sense. This massive figure is a deep stone relief with stucco 
plaster. Narasimha is depicted in utkatikadsana with a yogapatta around the 
legs. The knees are not facing the different directions (vyatyasta-janu) but 
towards the front. The backhands carry cakra and sankha. The front hands 
are placed on the knee as gajahasta. The image is ornamented well with 
Kirita etc. The benign facial expression is noteworthy in this image. 


One of the earliest images of Yoga-narasimha is found on the griva- 
kostha on the western side of vimana (superstructure) of the structural 
temple currently called Mukundanayanar temple at Mamallapuram. This is 
the earliest image of Narasimha found on the superstructure above the 
sanctum sanctorum of a Siva temple. The image is depicted seated in 
utkutikasana with yogapatta. The hands are placed on the knees as 
gajahasta. Two images, with afjali-mudra are shown on both sides in 
ekajanukrama pose.' 


' These relief images are partly corroded due to weather and saline breeze ofthe 
sea i.e. the Bay of Bengal. 
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The Ghatikacalam seems to be the oldest individual temple 
dedicated to Narasimha in Yoga form at least earlier to Peyalvar (prior to 
c. 400 AD), Nammalvar and also Tirumankai Alvar, a contemporary of the 
Pallva ruler Nandivarman Pallavamalla (c. 732-796 AD). This is the 
earliest dhruvarcad image of Yoga-narasimha established in the 
brahmapada of the sanctum sanctorum, following the Vaikhdnasa code.’ 


One of the earliest shrines dedicated to this sort of Narasimha is at 
the western foot of hill at Kanchipuram, below the shrine of Varadaraja. 
Two images one in stone and another in metal are installed here. The 
earliest inscription available here is dated 1053 AD’ and this suggests that 
this shrine must be earlier to this period. The image of Narasimha is 
depicted sitting on padmasana in utkutika pose with yoga-patta around the 
legs. The metal image of Yoga-narasimha is noteworthy because this type 
is hardly found anywhere. The same type of Yoga-narasimha in metal (c. 
ita century AD) is found at Manjakkudi (Tanjavur district in Tamil 
Nadu). 


Another image of Yoga-narasimha’ (early 12™ century AD) 
housed in the Government Museum, Chennai, seems to be the earliest 
metal image in ardha-utkutika posture. This four-armed image is depicted 
with the left leg flexed high on the seat and letting down the right leg. A 
cloth-band is tied around the left knee and the waist. The back pair of 
hands holds cakra and Sankha on the right and left respectively. The front 
right is in abhaya gesture and left hand is in gaja-hasta style. Karanda- 
makuta is shorter than what is normally prescribed in the silpa texts. The 
ornaments include channavira, udarabandha, kataka, keyira and so on. 


Sthimaja-narasimha 

The demon Hiranya troubled all the deities, sages and human 
beings. Visnu, being angry at the atrocities of the demon, incarnated in the 
form of man-lion and emerged out of a pillar, hence, the name Sthunaja 
meaning ‘evolved from the pillar’. Narasimha killed the demon by tearing 
the entrails out, thus describes Atri.’ 





1 The shrine had been renovated, under the instruction of Candamarutam 
Mahacarya (Dottacarya) during the Vijayanagara period and in later times. The 
shrine of the Goddess was the addition during Vijyanagara period but on the mid- 
way on the hill to the shrine of Narasimha. The present shrine of the goddess on 
the right of that of Narasimha on the hill was constructed later. 

2 K.V. Raman, op. cit., p.45. 

3? The photo is reproduced in South Indian Bronzes (fig.74b). 

“ This is illustrated in South Indian Bronzes (fig.74a). 

* SAA.59.21b-24a. 
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The image of Sthinaja-narasimha installed on the top floor of the 
structures (vimana) viz. Mahdpadma, Svastika, Bhadraka and 
Mahabhadraka is meant for gaining fame, long-life and victory over 
enemies and to overcome all inauspiciousness, fear and diseases as well. 


The image of Sthinaja-narasimha must be represented with terrific 
countenance with mane, four sharp protruding teeth (damstra), glittering 
eyes and long and sharp nails. He has the complexion of bright white like 
the blend of the conch, the jasmine and the moon.” He is clothed in red 
and adorned with kirita-makuta or karanda-makuta and all sorts of 
ornaments. 


In one of the images,’ Narasirnha is depicted standing in tribhanga’ 
style with eight, twelve or sixteen hands” in the attitude of destroying the 
demon. The image of Hiranya is placed on his left thigh. Two hands tear 
out the entrails of the demon. One of his left hands holds the demon’s 
crown and the other one beats him. One of the right hands, probably 
uplifted, is in abhaya gesture and the other hand is placed near his ears as if 
he is placing the entrails of the demon around his neck. All other hands 
remain engaged in attacking the demon. All the clustering images i.e. of 
Sridevi, Bhimi, Narada, Prahlada and the Lokapdlakas may be portrayed 
on the surrounding wall. 


There is no trace of dhruva image, in real sense, of Sthunaja- 
narasimha as Hiranya-vadha in the sanctum sanctorum for the purpose of 
installation and worship in he earlier time. A temple of Sthinaja-narasimha 
as Hiranya-vadha at Singirikoyil (near Pondicherry) is noteworthy. In the 
temple of medieval or late-medieval period, the free-standing stone 
dhruva-bera measuring about five feet tall is the best example for the fine 
work to bring out the exact situation of Hiranya-vadha. 





' KIK.81 p.156; SAA.59.24b-25. 

* PRA.13.61. 

> VAISS p.198. 

“ The phrase ‘tribhaga-sthita’ in Vaikhanasagama must be ‘tribhanga sthita’ 
meaning ‘standing with triple-flexed body’. The word ‘tribhaga sthita’ is also 
applicable in which the image must be shown standing with the bend at knees and 
thigh, convenient to hold the image of Hiranya on his lap. 

> The earliest image of Narasirhha with sixteen hands is the one housed in 
Mettalakiyacinkar shrine in Ranganathasvami temple at Srirangam (Trichy 
district). This bronze image is assigned to Vijayanagara period (16" century AD.). 
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It is worth to notice that a Hiranya-vadha Narasimha measuring 
about 2.5 feet is worshipped at Upper Ahobilam’ in a natural narrow cave. 
This must be the only temple to house Hiranya-vadha Narasimha’s image. 
Nevertheless, in later times, many metal images of this type had been 
placed in the sanctum sanctorum for the purpose of worship, as additional 
image. Moreover, even in the temple of Yoga-narasirmha and Laksmi- 
narasimha, the utsava and other beras are in normal form of Visnu with 
four hands. 


We find a number of panels right from the period of Pallavas and 
their contemporaries both in lower and upper Dravida region as well as 
North India. Very effective and noteworthy images of Hiranya-vadha 
Narasimha, almost identical but different expressions are at Namakkal, 
Tirupparankunram, Ellora, Kanchipuram and Kharusa. 


The eight-armed Hiranya-vadha Narasimha in the Narasimha cave 
temple at Namakkal, measuring about four feet, is noteworthy for 
simplicity of fineness but very expressive of the theme (Plate XXXII-a). 
Narasimha, in dlidhasthana-like standing posture placing the right foot on 
the ground and the left foot on elevated small pedestal suitable for placing 
Hiranya on his lap. Hiranya, holding a sword (khadga) and shield (khetaka) 
in right and left hands respectively, is not placcd on the lap but across on 
Narasimha’s left thigh. Narasimha’s upper right and left hands hold cakra 
(in prayoga with flames from middle also) and sankha (with flames), both 
the attributes attached to the tip of the fingers. The next pair of hands 
below holds khadga (sword) and dhanus (bow) on the right and left 
respectively. In the next pair below, the right hand holds Hiranya on his 
left knee and the left hand holds the demon at his upper arm which appears 
as if Narasimha is lifting Hiranya catching him like a bird with its claws and 
this is suggested with the loosely hanging right leg. Another pair of hands is 
engaged in tearing the demon’s chest. Both the hands upto middle of the 
palm (karatala-madhya), thrust into the chest of Hiranya, creates an 
atmosphere of ferociousness in the panel than the face of Narasimha. The 
way Hiranya holds the weapons in stiff manner expresses the nature of the 
hardness of the demon in spite of his chest being torn. 


An image of Hiranya-vadha Narasimha is in the south corridor of 
Kailasanatha temple from Ellora (Plate XXXII-b). This image is almost 
same as the one found in the Narasmha cave temple at Namakkal. 





This is one of the 108 divya ksetras of Visnu praised in hymns of Tirumankai 
Alvar. However, it is not clear whether the Alvar entered into this place 
surrounded by dense forest. 
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However, this image is four-armed. This panel is more dynamic in 
expressing the theme of this incarnation. 


Another image of Hiranya-vadha Narasimha is from the rock-cut 
cave at Tirupparankunram, near Madurai in Tamil Nadu (Plate XXXII-c). 
Narasimha is in half-seated posture with the right leg placed on the ground 
with a slight bend at knee and folding the left leg conveniently throwing the 
demon Hiranya across on the lap. Hiranya’s left hand holds khetaka 
(shield) and his right hand is raised up. Out of the four hands of 
Narasimha, the lower pair, placed across at wrist level, tear open the 
entrails of the demon and the upper hands raised to the level of forehead 
hold the entrails pulled out from the chest and in the attitude of placing the 
same around the neck. 


Hiranya-vadha Narasimha images are found in the caves of Ellora 
and other places as well as in South Indian temples on the walls or other 
components as miniature figures. However, Hiranya-vadha Narasimha 
from Kharusa (Mahadeva cave) is unique in its feature in as much as it is 
the only panel where Hiranya’s head is on the right side of Narasimha 
instead of being on the left side (Plate XXXII-d). This way is found also at 
some places in Maharashtra such as Balsane and Methi. 


There is an unique image of Hiranya-vadha Narasimha’ found in 
cave XVI (Lankesvara cave) at Ellora, for this is the only and the earliest 
Narasimha image in proper sitting stance. Narasimha is seated on 
padmapitha in sukhdsana posture with left leg folded and placed 
horizontally on the pedestal and right leg hanging down with the foot 
placed on the back of a demon carrying a snake in his hand and expressing 
pain in his face. The body of Hiranyakasipu lies flat on the lap of 
Narasimha holding khadga and khetaka in his outspread hands and his legs 
bent at knee hanging down. Narasimha’s upper right and left hands hold 
cakra (in prayoga) and Sankha respectively and his lower hands tear open 
Hiranya’s entrails out. Narasirnha in sitting posture and position of his 
torso express the action at ease but the face alone expresses ferociousness 
with cavernous mouth, bulging eyes and the ears pricked high due to 
tension. 


A beautiful cight-armed Hiranya-vadha Narasimha (Plate XXXI- 
d), ascribable to last quarter of eighth century AD, is found on the upper 
saduram (square bracket design) on a pillar of the second tala in the triple- 
storeyed cave complex at Undavalli (Andhra Pradesh). Narasimha stands 
on the right leg slightly bent at knee and his left leg is folded and raised as 
uirdhvajanu in order to place Hiranyakasipu on his lap. Hiranya’s left hand 


' Photograph is reproduced in Cave Temples of the Deccan (Plate C, c). 
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holding khetaka (shield) is arrested under the left leg of Narasimha 
whereas Hiranya’s right hand is held by Narasimha with one of the left 
hands. Unusually the attributes cakra and sankha are held in the upper left 
and right hands respectively. Two hands of Narasimha tear the entrails out 
and three other hands hold Hiranya tight. One of the right hands remains 
free but as tadana-hasta. 


A gigantic free-standing Hiranya-vadha Narasimha placed outside 
the main temple but within the temple premises next to northern entrance 
(now closed) in Saumyanarayana Perumal temple at Tirukkottiyur is 
noteworthy for its features and style (Plate XX XIII-d). The position of legs 
and hands of both Narasimha and Hiranya astonishes everyone. Narasimha 
stands on the right leg with bend at the knee whereas another leg is folded 
and slightly raised up to serve the seat of Hiranya. Hiranya’s size 
proportionate to Narasimha is bigger than other Hiranya-vadha panels so 
far noticed in India. Hiranya’s figure lies almost straight across 
Narasimha’s lap. Hiranya’s left leg stretched straight is held with one of the 
right hands of Narasimha. Another leg alongwith his left hand forcibly 
turned towards the opposite direction is locked under the folded left leg of 
Narasimha. Narasimha is eight-armed but without any weapons including 
standard attributes i.e. cakra and sankha. His lowermost pair of arms tears 
open the entrails of the demon out; of the next pair above, the right one 
holds the demon’s leg stretched straight whereas the left hand holds 
Hiranya on his crown. Of the next pair of hands above, the left one holds 
Hiranya’s right hand which is already locked with the left hand engaged in 
tearing the entrails out. The upper most pair of hands raised to the ear 
level holds the demon’s entrails coming out of the belly of the demon as if 
he is wearing the same as a garland. There are two figures kneeling on the 
knee and supporting on both sides below leaning on the outer side. Both 
the figures are proportionately in less than pajica-tala size. The figure on 
the right with raised right hand may be Prahlada and the one on the left is 
Garuda. There is also another panel of Narasimha’s combat with Hiranya 
(Plate XXXI-c). 


Hiranya-vadha-udyukta icon of Sthimaja-narasimha (in combat) is 
hardly found in the sanctum sanctorum for the purpose of installation and 
worship, even in metal or painting in the temples. 


There are two early images of Narasimha in combat with Hiranya 
which are of high merit for the expression of the theme. The earlier one is 
in the southern gallery of Kailasanatha temple at Kanchipuram (Plate 
XXXI-a) and another one in cave No.XV (Dasdvatdra cave) at Ellora’ 


' The lower part of the image is damaged. 
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(Plate XXXI-b). Narasimha is eight-armed holding the usual adyudhas 
(attributes). Right leg of both Narasimha and Hiranya are interlocked and 
just placed on the padmapitha exactly present below them in the middle of 
the panel. The pitha at Kanchipuram is bigger. As observed by K.V. 
Soundara Rajan,’ it is true, in both the panels, that the half-gyrating 
defensive posture of Hiranyakasipu and the backward thrown offensive 
stance of Narasirmha express uncertainty of who will win. Angry and 
ferocious face of Narasimha and terror-stricken face of Hiranya, in both 
the places, stands as a proof of craftsmanship of the creators of these 
panels. 


In another type, image of Sthimaja-Narasimha,’ fashioned in 
madhyama daSa-tala, is depicted well seated, with or without his consorts, 
in sukhasana® style, on the sirihdsana comfortable with the cushions.’ He 
is of white colour, clad with red clothes, and decked with all sorts of 
ornaments but very ferocious with manes and sharp glittering protruding 
teeth. His left leg is folded well to rest on the seat whereas the right leg is 
let down. Of the four arms, cakra and sankha are held in the back right and 
left hands respectively. The backhands may be depicted raised optionally 
without cakra and sankha. His front right hand is in abhaya or dana® 
gesture, as per Marici but dana-hasta is mentioned in Prakirnadhikara and 
Samurtarcanadhikarana. The front left hand, folded at the elbow, is in 
uruhasta pose. Alternatively, the same may be stretched out and placed on 
the knee as dandahasta. A red-coloured parasol must appear on the back 
wall above the head of Narasimha. In order to pacify ferocious Narasimha, 
Prahlada, with a/fijali gesture, is depicted on the right. The images of 





' K.V. Soundara Rajan, Cave Temples of the Deccan, p.181. 

2 KIK.81 p.155-6; PRA.13.58b-60; SAA.59.26-33; VAK.57 p.371. 

3 The term ‘samdsina’ is found in the text of Jfianakanda. 

“ Both the words ‘sopdne simhdasane’ as well as ‘sopadhane simhasane’ are found in 
the texts. In the first, the simhdsana must have the steps (sopdna) possibly implying 
the seat of Narasimha i.e. the threshold of Hiranya’s palace, for he got the boon 
that he should not be killed either inside or outside the house. The second phrase 
emphasizes that the image of Narasimha, meant for worship, should be depi¢ed 
seated on the comfortable seat with pillow (upadhdna) in spite of his presence on 
the doorstep, as one of the paraphernalia prescribed. 

> It seems that the attributes cakra and Sarikha may be shown just above the hands 
on the hind wall as one finds in the Narasimha cave temple at Namakkal. 

° The phrase ‘abhayadanadaksinahastam’ can be taken in three ways a) one of the 
two gestures i.e. abhaya and dana b) the hand that gives ‘abhaya’ (fearlessness) in 
which indeed it is abhaya gesture and c) adhiyavarada gesture which serves the 
purpose of both ‘ahvana’ i.e. invitation and also ‘abhaya’ (fearlessness) as well as 
‘yarada’. if 
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Laksmi and Mahi’ (Bhidevi) may be placed on his right and left sides 
respectively. The image of Narada, holding the musical instrument vina, 
should be placed next to the right wall. The images of Brahma and Siva, 
both fashioned in navardha-tala in saluting pose, may occur on the right 
and left correspondingly. Both of them are four-armed. Brahma holds 
kundika’ and aksamald on the upper arms; and Siva holds mrga (deer) and 
parasu (battle axe) in the upper arms. As they are in saluting pose, their 
lower arms must bear afijali gesture. The images of all the Jokapalas, in apt 
measure, should be depicted around either next to the sidewalls or painted 
on the walls, starting right from the east to northeast. The sages Yajfia and 
Tirtha are the worshippers. The accompanying figures may be portrayed on 
the wall. 


The image of Narasimha,’ to be installed on the middle floor of the 
three-tier vimana (structure), is depicted seated on simhasana with Sridevi 
and Bhidevi. Narasimha should have slightly angry eyes, but generally 
benign according to Atri. Brahma and Siva, both fashioned in nava-tala 
measure and with wide-open eyes in astonishment, stand on the right and 
left respectively. Brahma is of coral hue and Siva is of white. The sages 
Bhrgu with coral complexion and Purana (Markandeya) with crimson hue 
are present, kneeling on one knee, between the wall and the main image on 
both sides. Their hands are in puspafijali gesture. 


The images of Sthiinaja-Narasimha found at Singapperumal Koil 
and Namakkal are noteworthy. The image of Narasimha at Singaperumal 
Koil near Chennai is ascribed to the period between the Pallava rulers 
Narasimhavarman I Mamalla (c. 630-668 AD) and Paramesvaravarman | 
(c. 672-700 AD). This is one of the earliest images of stone with stucco 
plaster. The image is depicted in virdsana posture. The right leg is folded 
and placed on the seat horizontally and the left one stretched down. The 
upper hands carry cakra® (not prayoga) and Sankha on the right and left 
respectively. The lower right hand is in abhaya-mudra and the left one is in 
lirunyasta pose. The image perhaps is the earliest one with three eyes. 
However, the Vaikhdnasa treatises do not mention the third eye. The face 
does not have any fierce expression though the image is said to represent 





1 Mahi is not mentioned in JAdnakanda of Kasyapa. 

2 Kundika and kamandalu are the same with the difference that the former does 
not have handle on top. In sculptures, kundikad is shown placed on the 
kartarimukha gesture whereas the latter is normally borne holding the handle. 

3 KLA.18.15-25a; SAA.37.41-46. 

“KR. Srinivasan, op. cit., p.112. 

> During this period, prayoga-cakra had been in practice. However, this ig unusual. 
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the ugra (ferocious) form of Narasimha.’ Other clustering images cannot 
be traced out. 


The image of Narasimha at Namakkal is the only ancient image 
clustered with the images of other deities prescribed in Vaikhanasa 
treatises. This cave temple’ belonging to the eight century AD is one of 
the best examples for the Atiya style of art. In this relief sculpture, 
Narasiriha is depicted seated in virasana, folding the left leg and placing it 
on the seat. The right leg is let down. The backhands are in an unusual style 
but in a natural way. The rule that the attribute held in kartarimukha-hasta 
should be at the distance of twelve angulas is not followed here. Moreover, 
the artist had selected this way of depicting the attributes at a quite long 
distance expressing the ferocious aspect of Narasimha here. The backhands 
carry prayoga-cakra and Sankha on the right and left respectively. The 
front right hand is in simhakarna gesture and the left one is folded at elbow 
so that the palm rests on the left knee in a convenient manner. Siva and 
Brahma are depicted in atibhanga standing pose on the right and left 
respectively. Siva holds parasu and mrga on upper right and left hands 
correspondingly. Brahma’s three heads are visible. He holds aksamala in 
the upper right hand and kundikd in the left one. Both the images have the 
inner hand in katihasta pose and outer hand, folded at elbow, appears to be 
convincing (pacifying) ferocious Narasimha. Two images holding flywhisks 
appear next to the central image who are probably Kiskindha and Sundara. 
P.R. Srinivasan’ identifies two more figures appearing very closely on the 
right and left of the central image to be Sanaka and Sanandana. However, 
it is very difficult to confirm because of absence of any features of sages 
like jata-makuta and so on.’ 


Patala-narasimha 
Though the exact concept of this type is not clearly indicated in the 
treatises, the reason behind this may be plausible in the following ways: 





' The image is under worship. It is very difficult to note other features, for it is 
safeguarded with a modern kavaca made of metal sheets being the common aspect 
in all south Indian temples to conserve the antique mages. 

2 This cave temple possesses many beautiful panels of images prescribed in the 
Vaikhanasa works. Unfortunately, all the images made of stone have the coat of oil 
so that the exact beauty of the art could not be visualized, though there is a 
rule/custom that coating of oil is applicable to only the stucco images. 

3 P.R Srinivasan states that the camaradharins are Candra and Surya. However, it 
is difficult to be sure on account of the absence of halo behind the head of these 
luminaries. Moreover, these luminaries are not prescribed in the Vaikhanasa 
treatises to be depicted in such way. 

‘ Presently all the images have modern ornamentation of kavaca etc. Because of 
ritualistic injunctions, it is very difficult to observe them accurately. 
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1. Narasirnha is seated on the couch of Ananta, the king of Patala 
region, who is depicted being carried by Garuda, the 
embodiment of Vedas. Ananta’s presence indicates Patala 
region as one finds in the image of Adivaraha. 


2. The legend (sthalapurana) that Narasimha visited Patdla, 
chasing Hiranya who was suspected to have gone to Patala 
might have been popular in the region of these treatises. 


3. The term patdla-sannidhi is a common one in many temples as 
the cell or room is in the basement or below the ground floor. 
For instance, the shrine of Krsna is found in the basement of 
three-storeyed Saumyanarayana Perumal temple at 
Tirukkottiyur. Such place might have been considered suitable 
for the installation of the image of Patala-narasimha. 


The Patala-narasimha image’ is depicted seated on the couch of 
serpent Adisesa also known as Ananta, resting on the shoulders of Garuda. 
Garuda kneels on his right knee while his left heel is raised up. He is four- 
armed. The front ones are clasped in afijali gesture and his back arms, 
turned upwards, support the couch of Adisesa that rests on his shoulders 
behind. The couch of Adisesa is formed with three folds. Narasimha is 
seated on the couch with his head overshadowed with the five-headed 
expanded hoods of Adisesa. On his eight hands, the lower most right hand 
bears abhaya gesture and the others hold the attributes cakra, sara and 
khadga. Sankha, dhanus (Sarnga), khetaka and gada are held in the left 
arms. 


In the two-armed image,’ Patala-narasimha must be depicted with 
varada and katika® gestures on the right and left hands respectively. 


Yanaka-narasimha 
As the word ydnaka means ‘possessor of vehicle’, this form is 
meaningful but identical with Patala-narasimha. 


In Yanaka-narasimha’ aspect, Narasimha is depicted seated oa the 
couch of serpent Adisesa that rests on the shoulders of Garuda.’ The 





' KRA11.52-58; PRA.13.67b-68. 

* PRA.13.67b-68. 

3 The word ‘katika’ means ‘connected to waist’ that is obviously kati-hasta or 
katyavalambita-hasta. As the errors are common in the edition of the texts, the 
word can be taken as ‘kataka’ meaning kataka-mudra that is commonly applied to 
the images belonging to the period of these treatises. 

* VAK.57 p.371; EHI, 1.2. p.36; Khiladhikara text does not specify the name. 

° KLA.19.20-21. 
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image depicted in virasana style may have two, four or eight hands or even 
more. The two-armed image does not hold cakra and Sankha. The image 
without any weapons in hands is meant for the welfare of all but the kings 
should never cause to consecrate such image. Narasimha is depicted 
reclining, probably sitting at ease, on the serpent’s couch which also serves 
the purpose of canopy with the hoods consisting of seven heads. 
Narasimha, with tawny eyes and red clothes, is attended by Brahma and 
Siva on right and left correspondingly. Kiskindha of afijana complexion and 
lotus-hued Sundara stand on the sides holding the flywhisks. The sages 
Yajfia and Tirtha are depicted sitting in sukhdsana posture which is very 
unusual in case of worshippers. Manika and Puskala stand next to the door. 
Bhitisa is the saisika. This icon installed on the top floor of the multi-tier 
structure (vimana) drives away all the enemies. 


The earliest representation of Yanaka-narasimha (c. 11™ century 
AD) is found in the Narasimha temple at Simhachalam (Andhra Pradesh).' 
The descriptions of the Vaikhanasa works tally with this image excepting 
the attributes sankha and cakra are placed on different hands. The lower 
right hand is in abhaya-mudra and left hand is placed as gaja-hasta on the 
knee. The feet of Narasimha rest on the palms of Garuda. 


Laksmi-narasimha 

In the form of Laksmi-narasimha, Narasimha in sukhdsana 
posture is depicted sitting on the simhdasana with his left leg let down and 
his right leg folded so as to rest on the seat. The attributes cakra and 
Sankha are held on the upper arms. His lower left hand is placed on the left 
thigh and his right lower hand, embraces the beautiful goddess Laksmi 
around her back who is seated on his right lap stretching her legs down. 
She, joyous coupled with shyness, is decked with various ornaments. She is 
in pafica-tala measure with the complexion of pollen of lotus. Her hands 
are in afijali gesture. Her hands may bear varada and abhaya gestures. 
Alternatively, one of her hand should hold just-blown lotus while another 
one embraces Narasimha on her back. This type is apt for the devotees 
seeking mundane requirements (bhukti) as well as salvation (mukti). The 
icon of Narasimha with Laksmi on his right thigh is very rare. The dhruva- 
bera in the temple at Kuraiyalur (near Tirunagari, birth place of 
Tirumankai Alvar) is the only available icon so far noticed. The icon and 
temple praised in the hymns of Tirumankai Alvar, is ascribable to the 
period prior to him and as such, this is the earliest representation of 
Laksmi-narasimha in general. 


' Photo is reproduced in The Simhachalam Temple (fig.30). 
* KRA.11.35-40a; PRA.13.65-67a. 
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In another form! installed for mundane needs, Narasimha is shown 
with his legs folded crosswise to keep Laksmi on his left thigh. His lower 
left hand runs around her waist and back and the lower right hand bears 
abhaya gesture. 


The image of seated Narasimha in Malaiyadippatti rock-cut cave, 
Srivatsa is prominently depicted on the right chest of Narasirnha (Plate 
XXX-b). The early representations of Narasimha associated with Sri 
(Laksmi) in the form of Srivatsa mark are noticed in Pafica-vira group on 
the slab of limestone found at Kondamotu in Guntur district (Andhra 
Pradesh)’ and bas-relief at Manimangalam (Kanchipuram district).’ These 
must be taken as the earliest representations of Laksmi with Narasimha 
causing evolution of the later images of Laksmi-narasimha i.e. Laksmi 
depicted seated on the lap of Narasimha. However, the earliest image of 
Laksmi-narasimha‘ is the one found in the Alakiyasingapperumal temple 
(Rajaraja vinnagar) at Ennayiram (c. 1023 AD) in South Arcot district 
(Tamil Nadu). The image of Laksmi-narasimha i.e. Narasimha with Laksmi 
on his lap became common during 900-1300 AD. 


Puccha-narasimha 

The image of Puccha-narasimha® must have the tail (puccha), 
hence the name. The form is in seated posture with the right leg folded and 
the left one stretched down the seat.’ The right hand bears abhaya gesture 
and the left is placed on his thigh. This sort of image is hardly found. 


We do not come across any image of Puccha-narasimha established 
in the temples or in any panels of exhibition. This type might have been 
adopted by the Vaikhanasa authors following the image of Narasimha (c. 
3".4" century AD) found at Kondamotu in Andhra Pradesh.* In this 
image, Narasimha, marked with Srivatsa on the chest, is depicted in full 
leonine form but with two human hands holding gada and cakra in them. 





' KRA.11.40b-43a. 

? MLL. Nigam, op. cit., p.127. 

3 Photo is reproduced in Vaisnava Iconography in Tamil Country (fig.24). 

* Photo is reproduced in Vaisnava Iconography in Tamil Country (fig.36). 

5 §.R. Balasubrahmanyam, Middle Chola Temples, p.120. 

° PRA.13.69-70. 

’ The text is silent about the left leg. Hence, the left leg is taken thus here. Either 
sukhasana or ardha-utkutikasana can also be applied here. In sukhdsana, the 
position of left leg given here is apt. In ardha-utkutikasana, the left leg should 
remain in the same position but cloth-band must be around one thigh and the 
waist. Alternatively, the left leg may be flexed high so that the image will be in 
lalitasana or maharajalildsana. 

8 Tilustration published in ‘Early Iconography of Vishnu in Andhra’, p.127. 
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As the representation includes all parts of lion, its tail (puccha) could also 
be taken together. 


A pillar in the Simhachalam temple (11™ century AD) has a 
beautiful relief sculpture of Narasimha, seated on padmasana.' The sitting 
fashion resembles that of Kondamotu but without any attributes in the 
hands. The hands are placed on the pedestal itself in between the legs. The 
image is well ornamented with yajnopavita, udarabandha, urassitra, 
kataka, bahuvalaya, padajala and so on. The manes are shown upwards like 
flames. In addition, the tail is prominent. This image must be the earliest 
representation of Puccha-narasimha clearly influenced by the Vaikhanasa 
treatises as the temple has many sculptures described in the texts. 


Sudarsana-narasimha 

The image of Narasimha shown on the reverse side of personified 
Sudarsana or in the middle of Sudarsana-cakra is one of the well-known 
forms of Narasimha traced out in the temples of early period (Plate 
XXXIII-b). 


The image of Sudarsana-narasimha’ must have terrible 
countenance though he is benign and bestower of fearlessness to his 
devotees. Narasimha, in sukhdasana’ style of sitting, must be depicted in the 
middle of cakra (wheel) that is bright like thousands of suns. He holds four 
cakra in all four hands. His complexion is crimson. His image must be 
accompanied with the images of Brahma and Sankara who are depicted 
standing below his seat on right and left respectively. They pray to 
Narasimha to get rid of his anger. 


The image of Sudarsana-narasimha either in anthropomorphic form 
or just Sudarsana-cakra with lion’s face in the middle is common in most of 
the temples of South India. Some of the large metal image installed in 
Ranganathasvami temple at Srirangam and the stone image in 
Varadarajasvami temple at Kanchipuram are remarkable for the exquisite 
workmanship. 


The image of SudarSana-narasimha housed in the temple of 
Tirumokur near Madurai is noteworthy. On one side, Sudarsana is 
depicted with sixteen hands holding attributes in all of them. On the other 
side, Narasimha is depicted in yogdsana posture with four hands holding 





' Photo is reproduced in The Simhachalam Temple (fig.31). The author of the book 
names it Vyaghra-narasirnha. However, the image does not have any 
characteristics of vyaghra (tiger). 

* KRA.11.30-33; PRA.13.62-63. 

3 Another reading of Kriyadhikdra mentions the term ‘samasina’ mean. “well- 
seated’. : 
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the attribute cakra in all of them. The wheel in between these two forms 
has the mantras of Sudargana and Narasirhha engraved on it around the 
figure of Sudarsana. 


Narasimha in Indian art and temples 

The earliest representation of Narasirnha appears to be the one 
found in Pafica-vira group on the slab of limestone found at Kondamotu in 
Guntur district (Andhra Pradesh).' The image, combination of lion body 
with human hands depicted holding gada and cakra. The Srivatsa mark on 
the chest could have been the early representation of Narasimha in 
association with Sridevi or Laksmi and this confirms this form to be the 
incarnation of Visnu. 


A shrine dedicated to Narasimha in the premises of Visnu temple at 
Eran (mid 5" century AD)’ appears to be the earliest individual abode of 
Narasimha available so far. The image of two-armed Narasimha, made of 
pinkish sand stone found i in the site of Visnu temple at Eran, must be the 
earliest freestanding image.” 


The temple of Narasiriha at Ghatikdcalam (present Sholingur near 
Chennai) referred to by Peydlvar, one of the Vaisnava saints of early 
Christian era, confirms an individual temple dedicated to Narasimha. 
However, due to later modifications and Muslim invasions, it is very 
difficult to ascribe the present structure to that period. 


As pointed out by K.R. Srinivasan, the Varaha-mandapa rock-cut 
cave (c. 630-668 AD) at Mamallapuram can be inferred to be of Narasimha 
based on the presence of other sculptures such as Bhivaraha, Trivikrama, 
Sridevi and Durga in the mandapa of this Mamalla style cave- temple.’ 


The temple of Narasirhha, probably the earliest, at Singaperumal 
Koil near Chennai is ascribed to the period between Narasimhavarman I 
Mamalla (c. 630-668 AD) and Paramesvaravarman I (c. 672-700 AD).° 
The image of Narasimha is one of the earliest images of stone with stucco 
plaster. 


Another early temple dedicated to Narasimha is the rock-cut cave 
temple (c. 770 AD) at Anaimalai (present Narasingam) near Madurai, 
where the earliest image of Narasimha is found as a dhruva image in true 
sense. This temple had the foundation of the Pandya ruler Varaguna I. 





'MLL. Nigam, op. cit., p.127. 

? J.C. Harle, Gupta Sculptures, fig. 22. 

3 J.C. Harle, op. cit., p.38 (fig.25). The image is now in Gwalior. 
4K.R. Srinivasan, op. cit., p.148. 

> K.R. Srinivasan, op. cit., p.112. 
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Marankari, a minister of Pandyan king had excavated this but his brother 
carried out the consecration.’ Another cave-temple of Narasimha at 
Namakkal is the only ancient image clustered with the images of other 
deities prescribed in Vaikhanasa treatises. This cave temple’ belonging to 
the 8 century AD is one of the best examples for the Atiya style of art. 


During the period of Colas, the temples of Narasimha were built 
frequently. The two-tiered Alakiya Narasimha Perumal temple (Rajdraja 
Vinnagar) at Ennayiram (near Villupuram in Tamil Nadu) belongs to the 
period of Rajaraja I (c. 1023 AD). 


The shrines of Narasirnha had been constructed within the temple 
premises of Visnu temples. Some of them are — in Rajagopalasvami temple 
at Manimangalam (c. 1164 AD), the Ranganatha temple at Tirunirmalai (c. 
1178-1216 AD), Parthasarathi temple at Tiruvallikkeni in Chennai (c. 1268 
AD)’ and Ramasvami temple at Seranmadevi in Tirunelveli district (c. 
1283-1291 AD).* The temple at Ahobilam (Andhra Pradesh), one of the 
holy places praised by the Alvars, became one of the places of Narasimha 
probably right from the period of Kakatiya rulers (c. 11™ century) and the 
present temple can be easily ascribed to the period of Vijayanagara rulers. 


Narasitiha images in Siva temples 

It appears that, right from earlier times, the form of Narasimha had 
been taken as the destroyer of evil. This could have been the plausible 
reason that the image of Narasimha played an important role not only in 
Vaisnava art but also of other faiths like Saivism. Saivism adopted 
representing the images of Narasimha as kostha-marti on the vimana of the 
temples. An image of Yoga-narasimha in utkutikasana with yoga-patta is 
noteworthy in the western griva-kostha of the structural temple dedicated 
to Siva known as Mukundanayanar temple® at Mamallapuram (Plate 
XXXIII-a). This beautiful image of Yoga-narasirnha is attended by two 





1K.V. Soundara Rajan, Rock-cut temple styles, p.88. 

? This cave temple possesses many beautiful panels of images prescribed in the 
Vaikhanasa works. Unfortunately, all the images made of stone have the coat of oil 
so that the exact beauty of the art could not be visualized, though coating of oil is 
applicable to only the stucco images. 

3 As this deity is praised in the hymns of Tirumankai Alvar, this date must of 
reconsecration rather than the consecration of a new shrine and icon. 

“ Champakalakshmi, op. cit., p.102. 

5 This is said to be the first stone structural temple of the Pallava ruler 
Narasimhavarman II Rajasiha. This temple is about one kilometer away from 
Mamallapuram on the north adjacent to the coastal road leading to Chennai. 
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figures on the sides both in ekajanukrama pose i.e. kneeling on one with 
aiijali gesture.’ 


An image of Narasimha in Jalitasana (Plate XXXIII-c) with left leg 
hanging down and resting on a lotus and the right one bent on the seat is 
found on the vimana of the rock-cut temple of Kalugumalai (c. 800 AD) in 
Tirunelveli district. The mouth is wide-open suggesting a_ terrific 
countenance. The upper pair of hands holds cakra and Sankha. The lower 
right is in tarjani or sici gesture and the lower left is in katyavalambita 
pose. 


Narasimha images are common in the later Siva temples also 
normally in the griva-kostha. A beautiful image of Yoga-narasimha, seated 
on a round padmapitha, is found on the west grivd-kostha on the 
superstructure (vimana) of the Kanakasolisvara temple (c. 1070-1125 AD) 
at Kaniyamur in South Arcot district. Another noteworthy image is 
noticed on the second row of hara over first tala on the western side of the 
superstructure (vimana) in Vachisvaram temple (c. 1012-1044 AD) at 
Tiruppasur (near Chennai).? An image of the same type is also found on 
the northern kita on the vimana (superstructure) of Tiruvalisvara temple 
(period of Rajaraja I) at Tiruvalisvaram’ (Tirunelveli district). A beautiful 
miniature sculpture of Hiranya-vadha Narasimha is found in the 
Brahmapurisvara temple at Pullamangai.” 


Vamana - Trivikrama 

The fifth incarnation of Visnu is Vamana (dwarf) and who later 
transformed into Trivikrama. Hence, these two forms are always detailed 
together. However, in the garbhagrha in real sense, Trivikrama image 
alone is installed as the main image whereas only in the panels, Vamana is 
depicted. This is because the image of Vamana, fashioned in panca-tala, is 
not suitable for the installation in the sanctum sanctorum as in the case of 
Krsna. However, Bhrgu prescribes as individual sub-shrine (asraya-dlaya) 
to Vamana on the northwest (vayu-disa) of the main sanctum sanctorum.° 
On the other hand, Vamana’s image may be placed on the southern side of 
vimana (temple or superstructure).’ There is a strict rule that the dhruva 
image alone should be like Vamana and the kautuka image must be in 





' These relief images are partly corroded due to weather and saline breeze of the 
Bay of Bengal. 

2 §.R. Balasubrahmanyam, Later Chola Temples, p.147 (fig. 150). 

3§.R. Balasubrahmanyam, Middle Chola Temples, p.297. 

* Tbid., p.206. 

> §.R. Balasubrahmanyam, Early Chola Temples (fig. 39). 

© KRA.17.42a. 

7VAS.19.9b. 
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uttama dasa-tala measure with four hands resembling the form of Visnu,' 
for the installation of the power or the energy of the Supreme Deity in 
kautuka icon is an alternative to the dhruva icon. The individual temple or 
sub-shrine of Vamana is not traceable. 


The image of Trivikrama may be installed in the temples anywhere 
in the village or town but the temple must be in a position so that the 
images of Vamana or Trivikrama face the grama and nagara.’ There is a 
provision of allotting an individual sub-shrine (asraya-dlaya) to Trivikrama 
on the direction between the northwest and north of the main sanctum 
sanctorum. The kautuka image of Trivikrama must be like that of Visnu 
with four hands.* 


The episode of Trivikrama is familiar from the time of Rgveda as 
one of Visnu’s activities. That Visnu, described in Purusasikta to have 
three strides, is none other than Narayana is indisputably solved. Visnu 
here does not mean Surya but the Supreme deity. Therefore, amongst the 
incarnate forms of Visnu, this form alone is fashioned in uttama dasa-tala 
that is applicable to Visnu, the Supreme One. Both Vaikhdnasa and 
Pa@fcaratra literature equally glorify this incarnation. The earliest 
archaeological evidence is from an epigraph found at Nagarjunakonda 
stating that an eight-armed wooden image of Visnu as Astabhujasvami to 
have been installed in 278 AD.° Moreover, the form of Trivikrama had 
been in the trio of forms of supremacy over the kings hence, this image had 
been created almost all the places in India. Hence, the sculpture of this 
form had been also set up in the deva-kostha in most of the temples 
alongwith that of Narasimha and Varaha. 


The legend of Vamana ~ Trivikrama found in the Vaikhanasa texts 
is same as in Purdnic records. However, Garuda gets a different mention in 
the Vaikhanasa treatises. Although the initial form was Vamana, the 
transformation into colossal form to achieve the goal of the incarnation 
became prominent. 


The mightiest king Bali, son of Virocana, conquered all the 
heavenly worlds and made all the deities impotent. To get back everything 
from him, Lord Visnu was born as Vamana (dwarf) to Aditi and Kasyapa. 
In the dwarf form, he approached the sacrificial hall of Bali and begged for 
three steps of land. As soon as Bali offered the water in confirmation of 





' KJK.79 p.152; KRA.6.21a; PRA.13.10a; VAK.22 p.149. 
* VAK.3 p.10. 

> KRA.17.42b. 

* KIK.82 P.158; VAK.57 P.375. 

° MLL. Nigam, op. cit., p.127. 
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grant of land, Vamana developed into colossal form and strode the once 
worlds. Thus, the episode is presented here in the Vaikhanasa treatises. 


The image of Vamana should not be installed in a Separate shrine.” 
Hence, this is included in the Trivikrama group of i images.’ Vamana’s icon 
should be set up in the manusapada and Trivikrama’ s image must be 
placed in the daivikapada in the sanctum sanctorum.’ In the panel of 
Trivikrama, Vamana should have beautiful face expressing request for the 
land. 


Kasyapa’ insists on the same though he presents the view of some 
others that the image of Vamana can independently be installed. In such 
depiction, the image should have two hands holding a staff (probably of 
palasa or asvattha wood) in the right and umbrella in the left one. Such 
image is meant for the ones seeking knowledge.” The images of the sages 
Kanaka and Sankhila must be set up as his worshippers on the right and 
left respectively. Kanaka has golden complexion and Sankhila has the hue 
of conch. The lords of the sky i.e. Sirya and Candra are the dvarapalakas.’ 


The image of Vamana,” two-armed and fashioned in panica-tala’ or 
uttama pafca-tala but unusually navatala'’ according to Vasddhikara, 
should have the characteristics of a calm brahmacarin such as sikha (tuft of 
hair) or jata, chatra (umbrella) and danda (staff) besides putting on 
kaupina-vastra (loin-cloth) or pavitra-sati. 'l His complexion is like the fruit 
of vakula tree. Moreover, the form may have a book, mekhala (gridle), 
sacred chord and antelope skin in upavita fashion ue addition. He should 
have pavitra (a ring made of kuSa grass) on his finger.” 


In the form of Vamana included in the twenty-four forms of Visnu, 
mighty four-armed Vamana, deceitful form of Visnu, is golden hued. He 





1 KJK.82 p.157; KRA.11.63b-64a; SAA.59.2-47. 
* KRA.11.85a. 

> The reason is perhaps that the image in the sanctum sanctorum must not be less 
than dasa-téla. 

* VAS.19.18. 

° KIK.82 p.157. 

6 Thid., 82 p.158. 

7 Tbid., 82 p.158; KLA.19.34-35. 

8 KLA19.32-33; KRA.11.77b-78a; SAA.59.61-62a; VAI.18 p.54; 58 p.199; VAK.20 
p.106; 57 p.372; VAS.19.16b-18a. 

” VAS.19.11-13. 

© Tbid., 19.10a. 

‘| Brahmiya-citrakarmasastra (5.31a) includes also paduka (sandal). 
2 VAK57 p372. 

8 PRA.17.17b-20a. 


“i 
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holds gada, sankha, cakra and padma.' Alternatively, he may be depicted 
in the child form with the attire of a brahmacarin. He holds danda and 
kamandalu in his two hands. 


Vamana is called Dadhivamana’ if he is of white complexion and 
holds a pot filled with curd-rice in both of his hands. Vamana is called 
Citravamana in case the total height has two inches more than uttama 
paiica-tala.’ 


The image of Trivikrama, adorned with all sorts of ornaments and 
kirita-makuta, should be uttama dasa-tala’ (124 angulas) or dasa-tala 
measure.” Trivikrama’s image is considered of uttama grade if its total 
height is equal to 1% of the total height of the door-frame; it is of 
madhyama grade if the total height of the image consists 4 more than that 
of the door; in kanistha grade, Trivikrama’s image has the height of the 
door-frame.° 


The image of Trivikrama, meant for the subjugation of bhiloka,’ 
must appear expressing hasty and happy attitude. The three types of 
constructing techniques of images viz. citra (round), citrardha (relief) and 
citrabhasa (painting) are applicable for the representation of the clustering 
deities present around. 


The temple for Vamana and Trivikrama may be in grama, nagara, 
pattana, kharvata, nagari, rajadhani, on the bank of river and sea, on the 
hill, in the forest and the place adjacent to hill and forest, in the structures 
(vimanas) viz. Prasannaka, Bhadraka, Hastibhadraka, Dirghasala, 
Mahakita, Somacchanda, Catusphuta, Chatrakara, Gopurdkara, Kita, 
Nandivisdla, Trikiita, Astanga and Brhadvrtta® The temple with the 
entrance on the east is meant for attaining moksa and the temple with the 
entrance on the west benefits in all sorts of enjoyments.” 


There is a major difference between the Vaikhdnasa texts and 
images in situ (both the temples and caves) of South India, regarding which 
leg remains raised up. In the first type, the right leg remains raised up. This 





' BCS (5.27-29) mentions this type also but with usnisa-patta tied around the head 
and all sorts of ornaments like ratnakundala. 

* PRA.17.17b-20a. 

> VAS.19.14a. 

4 VAI58 p.200; VAK.57 p.374. 

° KLA.19.78b. 

° Tbid., 19.78a, b. 

 KIK.82 p.158. 

8 Tbid., 82 p.158; KLA.19.72-75; PRA.14.7; SAA.59.49; VAS.19.8b-9a. 

° KLA.19.77. 
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is found in Prakirnddhikara and one chapter of Vimanarcanakalpa. In the 
second type, Trivikrama is depicted as raising the left leg and this is found 
both in Vimdnarcanakalpa and other Vaikhanasa texts. This causes a doubt 
whether the Agamic prescriptions were followed strictly and uniformly 
everywhere. In these circumstances, following are the plausible reasons to 
safely conclude: 


1. As in the case of Varaha, it appears here also the terms ‘daksina’ 
and ‘vama’ can mean right and left sides as well as south and north 
directions. As such the sculptor could have depicted the image with 
raising the right leg in case it is set up facing the east. 


2. The image of Trivikrama, one of the important deities of 
sovereignty for the kings / rulers, could have been created on the 
instruction of the kings, symbolizing their supremacy over the kings 
on that very direction the leg of Trivikrama is depicted striding 
upon. 


3. As the face of Trivikrama, looking at the raised foot, should not be 
facing the southern direction, the sculptors could have created the 
image raising the right leg in case the image is depicted facing west. 


The Vaikhanasa works mention Trivikrama’s image in two major 
types with reference to the total number of hands and the position of foot. 
In the first, the image is of three varieties according to the total hands i.e. 
two, four and cight. The installation and worship of the two-armed image 
benefits in prosperity, fame and glorious and lustrous appearance as well as 
knowledge; the establishment of four-armed form of Trivikrama is 
beneficial to become the ruler of the country; and the eight-armed image is 
suitable to attain the emperorship, victory and all sorts of pleasures.' 


Two-armed Trivikrama 

In the image of Trivikrama with two hands, the right hand is in 
adana gesture in the attitude of receiving the water from the king Bali 
whereas the left hand is stretched out parallel to the up-lifted left leg.” 


Trivikrama image with two hands in the above description is not 
found anywhere. However, one can find a beautiful two-armeéd Trivikrama 
image (prior to 8" century AD) in the Ulakalanta Perumal (Trivikrama) 
temple at Kanchipuram. The image is made of stucco. The image 
measuring about 32 feet is noteworthy for its set up. Established in a 
rectangular structure (salakdra or gopurakara vimana) it occupies almost %4 
total height inside the garbhagrha from the adhisthana to the stipi (finial). 


| KIK.82 p.158; VAS.19.27. 
* KIK.82 p.157; VAS.19.26. 
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It stands firmly on the right leg resting on the head and the left leg remains 
raised up. Both the hands are in uttana-prasarita pose (stretched out) 
equally on both the sides with siici-mudrd. This freestanding image is 
indeed the tallest amongst the Trivikrama images found in India. No 
accompanying images are found. 


Four-armed Trivikrama 

One can find three kinds of four-armed images of Trivikrama in the 
Vaikhanasa works on the aspect of gesture and attributes though the back 
pair of hands holds cakra and Sankha in all of them. 


In the first kind, the lower right hand supports below the uplifted 
left leg’ and the lower left hand is stretched out (uttdna-prasarita) parallel 
to the left leg indicating the number of strides.’ 


In the second type, the lower right hand bears one of these gestures 
viz. abhaya, varada and ddana and the lower left hand is out-stretched 
parallel 10 the raised leg.” 


In another form,’ the lower right hand remains in uttdna pose i.e. 
raised upwards, perhaps with the open palm turned towards the onlooker, 
expressing the meaning of both abhaya as well as success whereas the 
lower left hand remains stretched parallel to the up-raised left leg. 


In the next form, Trivikrama holds cakra and sankha in the 
backhands. The lower right hand bears ddana gesture in the attitude of 
receiving the water from Bali and lower left one remains parallel, 
optionally with sici-mudra, to the left leg that remains raised up. 


In the four-armed form with the right leg raised up to the level of 
forehead (Jalatanta),° Trivikrama is depicted standing firmly on the left leg. 
He holds cakra and §ankha on the backhands. One of the right hands is 
stretched parallel to the uplifted leg and one of the left hands, probably the 
lower one, is in katyavalambita pose. He is adorned with pitambara and all 
sorts of ornaments like hara. The image of Trivikrama, made of wood, 





' In the phrase of Kriyddhikara (11.70a) ‘daksinam hastam adaya’, the word 
‘adaya’ in the past indeclinable participle of the verb ‘da’ with the prefix ‘a’ cannot 
fit in syntax to make the sense of ‘@dana-mudrd’ though the verb with the prefix 
generally means ‘to. receive’. As per Panini-sitra (3.1.139) ie. 
‘dadatidadhatyorvibhasa@’, the root ‘da’ can be considered to be ‘dha’ meaning ‘to 
hold’. 

* KRA.11.69-71a. 

° VAK.ST7 p.374. 

* KLA.19.36b; VALS58 p.200. 

° KIK.82 p.157; SAA.59.53b-55a; VAS.19.24b-25a. 

® VAK.20 p.106. 7 
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found in the Trivikrama temple at Tirukkovalur (Plate XXXVI-c) can be 
taken as the best example of this type though the attributes sarikha and 
cakra are held in the hands unusually on the right and left hands 
respectively. 


There are two four-armed Trivikrama panels in two different rock- 
cut caves at Namakkal (Namakkal district, Tamil Nadu). The huge four- 
armed Trivikrama relief panel (Plate XXXV-a) in a niche on the south wall 
in Narasimha rock-cut cave temple is noteworthy for the iconographical 
features and this panel brings to view the entire scene of Vamana— 
Trivikrama episode depicted in two different panels in Vaikuntha Perumal 
temple at Kanchipuram (Plates XXXVII-a and XXXVII-b). Trivikrama, 
surmounted by a parasol (chatra), is in atibhanga standing style lifting his 
right foot to the height of his forehead (/alatanta). His upper left hand with 
kartari-hasta holds Saikha which is not shown on the fingers but a little 
above; his lower left hand is kati-hasta; his upper right hand, with siici- 
mudra, is stretched parallel to the uplifted right leg; and his lower right 
hand with musti-mudra holds a massive gada with its broad bottom end 
raised up. To the left of Trivikrama’s head are the figures of horse and 
yuipastambha (sacrificial post) indicating yajfasala (sacrificial hall) where 
the drama took place. Jambavan in moving posture is shown on the right of 
Trivikrama’s head beating a drum in commemoration of the victory of 
Trivikrama. Namuci, holding khetaka in the left hand and a sword in the 
right hand, is shown somersaulting above the raised right foot of 
Trivikrama. On the right side below, Garuda is depicted mounting on 
Sukracarya with raised right hand with musti-mudra in beating attitude. On 
the left side of the panel, Mahabali is shown with a pitcher pouring water in 
confirmation of the gift of three feet land. The figure of Vamana, with 
typical attires of brahmana and umbrella, is fine depicted in such a 
beautiful way eagerly looking at the pitcher held in the hands of Mahabali. 
The beauty and the facial expression of the figure of Vamana remind the 
description of the Alvars that he attracted Mahabali and got the gifts. 
Proportionate measurement of all the figures is remarkable. Another four- 
armed Trivikrama panel (Plate XXXV-b) is in Ranganatha rock-cut cave 
temple which is treated slightly different from the former. However, the 
former is more dynamic in expressing swiftness and majesty. 


Eight-armed Trivikrama 

In the eight-armed image, Trivikrama must be shown holding, 
probably in the right arms, the attributes gada, cakra, asi and sakti and 
padma, Sankha, Sarnga (dhanus) and Sara, perhaps in the left hands.’ In 





1 KRA.11.67a. Kriyddhikara mentions these attributes in two groups but is not 
specific about the side these belong. If the image holds eight attributes in eight 
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another form,’ padma is not found but the hand remains stretched parallel 
to the uplifted leg. 


In the second kind, Trivikrama holds cakra, asi, gada@ and Sakti in 
his right arms and the sarikha, Sarnga (dhanus) and Sara and khetaka in the 
left one, besides one of his left hand is stretched parallel to the up-lifted left 
leg.” The musala is found instead of the khetaka, as per another reading of 
Jnhanakanda. 


In the next eight-handed form, the image holds the cakra, sara and 
asi in the right hands and the attributes sanikha, Sarnga (dhanus), hala and 
musala in the left ones. Or he may hold the cakra, sankha, dhanus, hala, 
gada, bhindipala, asi and musala’ 


In another image,’ Trivikrama holds cakra, asi and Sakti in the 
right hands. On the left ones, are held khetaka, dhanus, hala and musala. 
One of the hands on the right side remains free. Therefore, it is possible to 
take that Trivikrama stands on the left leg in such depiction, and the right 
hand remains out-stretched pointing to the right foot that remains elevated. 


One of the images of Trivikrama,’ with uplifted right leg, is 
depicted holding, on the right hands, the cakra, sara, khadga and bow 
Sariga which is held in such a fashion that its one end rests on the ground 
as the natural support to Trivikrama for balancing while his right leg is 
raised up. His left hands hold sankha, gada and khetaka.’ ; 





hands, no hand may remain stretched out parallel to the upraiised leg. As seen 
commonly in many images, both the bow and arrow can be held in one hand. 
Alternatively, the image should be Astabhuja i.e. Visnu’s colossal form before his 
strides. 

"§AA59.51. 

* KIK 82 p.157. 

? VAK.57 p.374. One of the right hands remains free. It is possible to consider here 
the arm-free hand be stretched out parallel to the right leg which remains raised. 

* VAK. (V).57 p.355. 

> VALS8 p.200. 

®° Rao’s appendix is not clear and this one just mentions five attributes viz.cakra, 
Sankha, gada, dhanus (Sariga) and hala in general but less informative. 

7 PRA.14.8b-11. 

8 In freestanding Trivikrama statue made of wood or stucco, such a fashion of 
holding bow has the functional use of support underneath for the proper balancing 
of the same. 

* One of the left hands remains free. As the image stands firmly on the left leg, one 
of the left hands, obviously the lowest one, can be depicted askatyavalambita. 
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The image of Trivikrama,'’ according to Vasadhikara of Bhrgu, is 
depicted holding gada, cakra, asi and sakti on the right hands. Sankha, 
dhanus, Sara and khetaka are held in the left hands. As one of the left 
hands, running below the raised leg clock-wise,’ has to be shown lifted up 
with sici gesture, the attributes sara and Sarnga (bow) must be taken as 
held in one hand. 


The images of Trivikrama are of three types with reference to the 
position of his leg raised up to the level of his knee (janvanta), navel 
(nabhyanta) or forehead (lalatanta). In the transformation of Vamana to 
Trivikrama, his development is indicated by the presence of two luminaries 
i.e. Sirya and Candra. The three types are as under: 


1. The foot remains raised up to the level of the knee of Trivikrama. 
This signifies his stride over the earthly worlds.’ In this, Sirya and 
Candra remain at the breast level of Trivikrama.° This image is 
beneficial to those wishing to conquer the earth.° 


2. The foot remains lifted up to the navel of Trivikrama indicating 7" 
second pace covering the worlds existing in antariksa (space).’ 
this, Sirya and Candra remain at the level of Trivikrama’s “high? 
This form is to be installed for attaining the heavenly worlds.’ 


3, The foot is raised to the level of Trivikrama’s forehead, which is the 
climax of the drama of incarnation as Vamana who later. turned 
into a colossal form. This step indicates the stride over svargaloka.”° 
In this, Sirya and Candra exist at the knee level of Trivikrama."! 
This form is meant for attaining all the words.” 


* VAS.19.20b-22a. 

* The phrase ‘daksinddhah prasaritam’ in Vasadhikara is very interesting. The leg is 
raised up but the hand remains partly stretched out below the leg. In this image the 
leg must be ardhva-prasarita (lifted almost upwards) rather sideward resembling 
the dancing posture lalatatilaka of irdhva-tandava Siva. 

> KLA39-40a. 

4 VAK.57 p.374. 

> KLA.9.37a. 

° KJK.82 p.157-158; KRA.11.73a; SAA.59.56b; VAK.57 p.374. 

7 VAK.57 p.374. 

* KLA.19.37b. 

° KJK.82 p.157-158; KRA.11.73b; SAA.59.57a. 

1° VAK.57 p.374. 

" KLA.19.38a. 

2 KJK.82 p.157-158; KRA.11.73b; SAA.59.57b. 
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In the first type,’ his leg remains lifted up to the knee level. This 
signifies his measuring out the earth. Indra, of dark complexion, appears on 
the top of hind wall holding parasol. Javana or Yama and Varuna, present 
on the sides, are the fanners but the worshippers, according to Atri. Sirya 
and Candra float on the hind wall on right and left respectively, probably 
to the level of Trivikrama’s shoulder. In the second type,’ his leg remains 
raised to the height of the navel. This denotes his second stride covering 
the atmosphere or the celestial worlds. In early South Indian monuments, 
this type is hardly found. The plausible reason is that the purpose of the 
installation of this image benefits in the worlds of antariksa which is not 
much admired by devotees; this could have promoted other two types as 
they deal with either or both. 


The third type of Trivikrama,’ with his leg raised to the height of 
his forehead, is considered the best one. This confirms his third step 
measuring out the heavenly worlds by which the deity gets the perfect 
epithet Trivikrama that is also confirmed by the Purusasiikta. The celestial 
tree Kalpaka and Indra’s parasol must appear behind above Trivikrama’s 
head. Javana and Jalesa hover behind on the right and left sides holding 
camara in the hands. The sages Sanaka and Sanatkumara too appear above 
Javana and Jalesa (Varuna). The image of Brahma, of golden hue, in the 
attitude of washing the sole of Trivikrama’s foot, must be made above 
holding the raised foot of the latter. The flow of river Ganga must appear 
near Trivikrama’s foot. The river Ganga is personified right from her navel 
and whose hands are folded in afjali gesture. Her image, as per 
Khiladhikara, must be depicted in the disposition of ardhasdacikrta. Sakra 
(Indra), holding Vanamdla and camara in his left hand, must be Shown on 
the right next to Trivikrama’s shoulder. Candra in worshipping attitude 
should be shown on the right of Trivikrama at the latter’s chest level. 
Surya, marked with radiant halo around his head, is to be depicted on the 
hind wall on the left at the knee-level of Trivikrama. The image of Namuci, 
the son of Bali, is made somersaulting atop the raised foot of Trivikrama. 
Sukra, the preceptor of Bali and the obstructers of Bali’s grant,’ appears 
on the left side of Trivikrama’s foot that is planted firmly a the ground. 
Garuda is present above Sukra striking the latter with his fist.” Jambavan,° 


! KRA.11.71b-72; SAA.59.56; VAIL58 p.200; VAK.57 p.374. 
? VAK.57 p.374. 
3 KIK 82 p.157-158; KLA.19.41-53; VAI.58 p.200; VAK.57 p.374; VAS.19.28b-35. 
* KRA.11.82; VAK.S7 p.374. 
: _ RIK. 82 p.158; KLA.19.52a, b; KRA.11.76b, 82; SAA.59.60b-61a; VAK.S7 p.374. 
5 In Ramayana (Kiskindha-kdnda.40.15), Jambavan says, “Once when Visnu made 
three strides in the sacrifice of Mahabali, I came around him in 
circumambulation.” - 
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with the monkey face and human body,’ appears on the side, above 
Garuda, beating a drum or vallari’ in commemoration of the victory of 
Trivikrama over Bali.’ The images of Lokapdlas with ajfijali-mudra must 
be shown around. Vasadhikara includes in addition to Sankara also Bhrgu 
and Markandeya* probably as worshippers, for these two sages are 
common wherever Visnu is installed. 


The image of Vamana’ should appear on the right of Trivikrama. 
Bali, accompanied by his wife, both adorned with all sorts of ornaments, 
stands holding a golden pitcher near Vamana in a pleasant mood in the 
attitude of offering water to the latter. 


The colouring system® of the Trivikrama panel is as follows: 
Trivikrama is of sasya-syama (plant-green) hue or syama and adorned with 
red cloth; Indra, Varuna, Namuci and Vamana are of syama complexion; 
Candra, Ganga and Sukra are of bright white complexion; Yama’ and 
Vayu’ are of anjana hue; Brahma is of golden or yellow’ (pita) colour; Bali 
is of golden colour; Jambavan is of nila (blue) complexion; Strya is of 
flame complexion; and Garuda is multi-coloured. 


Khiladhikara’® specifies different colours applicable to the image of 
Trivikrama according to the result of installation of the image, donors and 
time. According to this text, the image in white (Svea) colour is meant for 
moksa, yellow (pita) for progeny, Syama for the promotion of wealth and 
agriculture and rukma (red) for virya (vital energy) and ‘victory. 
Trivikrama’s image must have four colours viz. white (sveta), yellow (pita), 
Syama and afjana for the four yugas viz. Krta, Treta, Dvapara and Kali 
respectively. White colour is prescribed if the donor (yajamana) is a 
brahmana; red (rakta) is apt in case the yajamana is a ksatriya; yellow (pita) 
is commended if the yajamana is a vaisya; and anjana hue is used when the 
yajamana is siidra. However, the Syama hue is applicable to all. 


Prakirnadhikara prescribes the installation of Trivikrama image in 
astanga fashion consisting of Mahi, Prahlada, Bali, Namuci, Sukra, Garuda, 





' According to Atri, KaSyapa and Bhrgu (KRA), Jambavan has full form of 
monkey (vanarakrti). 

2 VAS.19.30b. Vallari is a type of musical instrument. 

3 KRA.11.73b-77A; SAA.59.58b-59; 59.61-63a. 

*VAS.19.35. 

> KJK.82 p.158; KRA.11.77b-79a; SAA.59.61b-62a. 

§ KRA.11.79b-83a; SAA.59.63b-66; VAI.58 p.200. 

7 SAA.59.64a. 

* KRA.11.80a. 

* SAA.59.65a. 

© KLA.19.54b-S8. : 
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Ananta and Vasuki.’ The image of Trivikrama, to be established in the 
sanctum sanctorum, according to Prakirnadhikara, is an important one. 
This exactly presents a perfect view of the climax of this incarnation and 
the scene of the very next moment of the same. The image, adorned with 
kirita and other ornaments, must be created expressing happiness coupled 
with swiftness. Trivikrama stands firmly on his left leg and his right leg is 
raised up. Cakra is held in the uppermost right hand and sara and khadga 
are held in other two hands and another, undoubtedly the lowest one, 
holds the bow Sarnga in such a style that one of its ends rests on the ground 
as if Trivikrama needs a support in order to stand firmly on one leg.” The 
MBReuDOs left hand bears Sankha, and other hands hold gada and khetaka 
in them.’ Indra must be shown standing on top left whereas Dharmaraja or 
Yama is on the right holding a garland. On the right wall, probably at 
extreme corner, Brahma appears holding two pitchers’ in his hands and is 
engaged in washing the upraised foot of Trivikrama. Ganga, who is 
beautifully personified above her navel level, is present near his foot in 
afijali gesture. The chief attributes of Visnu i.e. cakra and Ssankha, 
optionally in personified form, appear above unusually on the left and right 
sides of Trivikrama image. On the sides of Trivikrama, obviously at the 
level of his chest, Surya and Candra are present besides Jambavan in 
human form who is beating a drum in celebration of Visnu’s victory over 
the demons. The well-adorned image of goddess Mahi, in standing posture, 
should be made on the right of Trivikrama. She holds a lotus in her right 
hand and her left hand is thrown down. The image of Prahlada, adorned 
with jatamakuta and all ornaments, must be set up on her right side holding 
his hands in hrdaydfijali’ gesture. On the right side of the plumb line of the 
central figure, i.e. Trivikrama, is modestly seated Bali, the king of ‘demons, 
clasping his hands in brahmanjali® gesture. He wears kirita, puspa-vastra 
(variegated dress) and all ornaments. Namuci hangs down holding 
Trivikrama’s foot probably the one lifted up. The image of Sukra, well 
adorned with all sort of ornaments, is to be placed next to the left front 
wall. He is seated with his left leg placed well and right leg bent obviously 
in lalitasana. His right hand bears abhaya gesture and the left one 
katyavalambita pose. To his left, the image of Garuda remains bearing 
musti-prahara or tadana gesture in the attitude of attacking Sukra. Outside 


" PRA.14.38b-39. 

* Such posture has the functional use especially if the image is made of wood, stone 
and stucco. 

3 One of the left hands without attribute may be taken inkatyavalambita pose. 

‘ This is unusual. Even in the monuments, Brahma is shown holding one pither. 

> Afijali-mudra held very close to the chest part is called hrdayafijali-mudra. 

® Afijali-mudra held very close to the navel part is called brahmdfjali-mudrax 
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the sanctum sanctorum, in the mandapa but below the level of 
Trivikrama’s pedestal, Ananta is placed facing north. Ananta, bedecked 
with jewels and overshadowed by his five headed hoods, is in standing 
posture with hrdayafijali gesture expressing his swiftness and happiness. 
The image of serpentine god Vasuki, with the same characteristics as that 
of Ananta, is set up near the northern wall. Sukra, the preceptor of the 
demons and Brhaspati, the preceptor of the gods, are the worshippers. All 
the clustering deities may appear in citrabhasa but the icons next to the 
wall in citrabhasa are considered to be the most inferior. 


Of these images, Mahidevi, Ganga, Indra and Vasuki have syama 
complexion; Yama is of afjana hue; Jambavan is blue-complexioned; 
Aditya is of flame colour; Bali and Namuci are of yellow or golden hue; 
Sukra is of bright white complexion; Ananta and Brhaspati are of yellow 
complexion; Candra is of white hue; Prahlada is of parrot-green hue; and 
Garuda is multi-coloured. 


The best Trivikrama panel almost tallying with the description of 
Prakirnadhikara is one found in Trivikrama temple at Tirukkovalur 
(Villupuram district, Tamil Nadu). This temple referred to by the early 
Alvars (prior to 400 AD) as the place of Trivikrama had been renovated 
and rebuilt with stone during middle Cola pe riod.’ It is noteworthy that all 
the images in the garbhagrha and dvdarapdlas are made of wood and all of 
them are in good condition. Trivikrama’s image measuring about 12 feet is 
set up in the sanctum sanctorum facing the east. His right leg remains 
raised up and left leg is firmly planted on the ground. The upper right hand 
is stretched out parallel to the right leg with the fingers in suci or tarjani- 
mudra. Unusually the lower right hand holds a sankha within the limit of 
bahusitra rather outside of the body. The cakra is held on the upper left 
hand in usual manner of keeping the distance between the kartarimukha- 
hasta and usnisa-patta. The lower left hand is in katyavalambita pose. 


A beautiful Trivikrama panel (Plate XXXIV-a) almost tallying with 
the description of the Vaikhdnasa works is the one found in the Varaha 
mandapa rock-cut cave at Mamallapuram. Trivikrama stands firmly on his 
right leg whereas his left foot is raised to the level above his forehead 
(lalatanta). Of the eight arms, three hands on the right side hold cakra, 
gadaé and a long khadga (sword) with straight blade and the fourth right 
hand is raised up with the palm turned up, obviously as uddesya-hasta 
claiming the accomplishment of the purpose of the incarnation. On the left 





1 §.R. Balasubrahmanyam, Middle Chola Temples, p.362. 
? The forefinger in this mudra can be taken as uddesa-mudra probably pointing to 
the number of strides or His position as the Supreme deity. 
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side, three hands carry sankha, khetaka and Sarnga (bow) and the fourth 
one is stretched straight parallel to the uplifted leg with the forefinger, as 
suci-mudra, pointing to the foot. Near the uplifted left foot, four-armed 
Brahma is depicted sitting in padmdsana posture. This is the earliest, 
probably the only one panel, where Brahma is shown washing the uplifted 
foot of Trivikrama. At the other end of the panel in the same position, Siva 
is shown seated in padmdsana with one of his arms in praising attitude. 
Jambavan, holding bheri (drum) in his right hand and with his left hand in 
adoration, is shown in flying attitude in between Trivikrama’s head and 
Brahma. At the navel level of Trivikrama, Stirya and Candra are shown on 
the right and left, below Siva and Brahma, respectively. Namuci, the son of 
Bali who obstructed the dana (charity), is shown at the level of Surya 
somersaulting in the sky. ' 


Chronologically the next important Trivikrama panel is in the 
southern gallery of Kailasanatha temple at Kanchipuram (Plate XXXIV-c). 
In this temple of the Pallava ruler Narasimhavarman II Rajasimha, 
Trivikrama is depicted with his left leg raised up and holding all his 
weapons. Especially, the massive gadd held in the right hand which raised 
to the height of his head and shown behind the head in attacking attitude is 
highly remarkable. Garuda is depicted on the left below in a unique style 
with musti-praharana-mudra beating Sukracarya seated on the ground and 
being paralyzed by Garuda. 


Another beautiful Trivikrama image (Plate XXXVII-d) is the 
dhruva-bera in the Tadalan (Trivikrama) temple at Sirgali (Nagapattinam 
district, Tamil Nadu). In the first hymn on this divya-ksetra itself, 
Tirumankai Alvar praises the Lord as Trivikrama (Talalan = one who 
brings everything in the control of his foot). The freestanding Trivikrama 
image measuring about 8 feet tall is made of processed earth (mrd). The 
image firmly stands on the right leg. The image is in dbhanga posture with 
the torso slightly deviated to the right and the head deviated to the same 
side a little more in adjustment of the body while the left foot is raised up 
to the level of eye. The left shoulder also slightly raised up in natural pose 
with even sankha in the upper hand raised to the level of the hair-line 
(kesadnta) whereas the upper right hand holding cakra is lowered a little. 
The lower right hand is in dana-hasta and the lower left hand with siici- 
mudra is raised parallel to the uplifted left leg. The posture and all other 
features are in a natural pose. 


'K.R. Srinivasan, (op. cit., p.148) identifies this figure to be of Trisanku. However, 
it is not suitable here, for Trisanku has nothing to do in the pand of Trivikrama. 
The Vaikhanasa texts clearly mention Namuci here. 
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Bhrgu' speaks of the image of Trivikrama to be made of mrd 
(processed earth); he specifically prescribes the number of dandas in sila 
(interior frame) applicable for both four-armed and ecight-armed images 
and cautions to have appropriate pdda-tala-danda which is the balancing 
support of the entire load of the image. This confirms the provision for the 
installation of the eight-armed image of Trivikrama. However, no eight- 
armed image is traceable in the temples. 


Among the Trivikrama panels in the Deccan are the one found in 
cave III at Badami and another in cave XV (Dasdvatara cave) at Ellora. 
The former is combined with the Calukyan and Pallavan features. The 
latter is of Rastrakitas which has the features of the Pallavas and his 
contemporaries in Tamil Nadu. A mutilated tall sculpture (Plate XXXVI- 
b) at Ramtek in Maharashtra is a rare one in North India with right leg 
raised up. 


The Trivikrama panel in cave III at Badami is noteworthy for the 
majesty. The right hands hold a massive gada (club), bana (arrow), cakra 
(in prayoga), a long khadga (sword) with straight blade; on the left side, 
one hand holds khetaka (shield) placed opposite down on the thigh and 
another stretched out parallel to the uplifted left foot; and other two hands 
hold sankha and bow in a majestic way as if it is in use. Trivikrama’s body, 
the sword and the bow, all in straight position express the majesty of the 
Lord and this is the unique feature in this panel. 


The Trivikrama panel (Plate XXXVI-a) at Ellora (cave XV) in 
abhanga style standing on the right leg and lifting up the left foot is 
noteworthy for the body and face of Trivikrama are expressive of calmness 
rather than swiftness or heroic attitude. The images of others are almost 
same as one finds in other places. The unique feature is that Garuda, as 
found only at Mamallapuram, Kanchipuram and Namakkal, is poeple) in 
beating Sukracarya as mentioned in the Vaikhdnasa treatises.” However, 
the style is slightly different. Garuda bends the body of Sukra behind by 
holding his tuft of hair and beats him. The figures of Mahabali and others 
are proportionately smaller than what is prescribed in the texts and are 
meticulously followed in the panels of Pallavas (Mamallapuram and 
Kanchipuram) and Atiyas (Namakkal). 





' PRA.8.94-96. 

? K.V. Soundara Rajan identifies this image to be Mahabali. As Mahabali is shown 
on the other side in dana attitude, following the Vaikhanasa prescriptions as well 
as the possibility of the influence of style of DravidadeSa, this image may be taken 
as Sukracarya, who obstructed the offering. ; 
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An eight-armed Trivikrama image (Plate XXXIV-b) is noticed on 
one of the pillars of the second tala in the triple-storeyed cave complex at 
Undavalli.! Trivikrama, almost as in atibhanga style, stands on his right leg 
and his left leg is raised. On the left, Namuci is shown above somersaulting 
on the space and below him is Bali taken aback. Below the right side there 
appears a figure, obviously Sukracarya, in seated posture with his left 
raised with vismaya-hasta. 


There is a rule in Vaikhanasa PREAtISES that the dhruva image alone 
should me made like that of Trivikrama.” However, we come across a rare 
metal image of Trivikrama (Plate XXXVII-c) of Pallava period (c. gm 
century AD) found at Singanallur (Coimbatore district, Tamil Nadu).’ The 
image, measuring 43 cms, is eight-armed and has typical antariya mode of 
dress. The left leg is raised up and the right leg is planted on the pedestal 
(Plate XXXVII-c). 


Jamadagnya (Parasurama) 

Bhargavarama or Parasurama is considered one of the davesa- 
avatara forms of Visnu. When the arrogant rulers multiplied in the world 
and started afflicting the subjects due to their power, Visnu was born as a 
son of the sage Jamadagni and destroyed such rulers, thus the episode of 
this incarnation is narrated.’ He is called ParaSurama becausc of his main 
attribute being parasu (battle-axe). In Mahabharata, one finds this sage- 
warrior also to be the best archer whom Bhisma accosted. This sage- 
warrior is also very famous in the other epic viz. Ramayana where he is said 
to have lost his power to Rama, son of Dasaratha. 


The image of Parasurama must be fashioned in madhyama dasa- 
tala measure. Vasadhikara, Prakirnddhikara and Vimanarcanakalpa insist 
on the installation of this form in the standing posture but Jaanakanda, 
Kriyadhikara and Samiirtarcanadhikarana prescribe also the image in 
seated posture. The image must be Hepicted standing in the ekavirakrama 
style probably in vaisakha- sthanaka® or seated posture applicable to the 
heroes (vira-marga).’ 





1 K.V. Soundara Rajan, op. cit., p.270. 

* KJK.82. p.158; VAK.S7 p.375. 

> Photo is reproduced in South Indian Bronzes (fig.15a). 

* KIK.83 p.159; KRA.11.86; PRA.15.3; SAA.60.1-3. 

> KRA.11.87a; SAA.60.5a; VAI59 p.200; VAK.58 p.375. 

6 Vaisakhasthanaka mode of standing stance is prescribed in BCS (6.6b). 
7 KIK.83 p.159; SAA.60.6b. 
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The image of Jamadagnya'’ must be decorated with jata or 
jatamakuta, upavita and other ornaments. His complexion is red or like 
diirva grass and he is clad in blue or white garments or the dress made of 
red bark (valkala) of tree. His right hand holds the weapon parasu or 
tanka’ and his left hand is in uddesa’ pose. In another form,* Parasurama, 
wearing the garments made of red bark of tree, is depicted holding parasu, 
aksamala and dhanus. The sages Pavana and Javana are his disciples. The 
images of the sages must be portrayed around.” 


The dhruva image alone should be like Parasurama but utsava 
image must be like that of four-armed Visnu.° The kautuka image may be 
like dhruva icon or like four-armed Visnu.’ 


The image of Parasurama® is to be installed in the structures 
(vimana) viz. Sripratisthitaka, Angandkara, Phelakara, Mahasankha and 
Malakara. His installation is normally outside the village or town in a 
lonely place on the cardinal directions, or on the bank of river, ocean or 
any other beautiful holy place. This very clearly indicates that his 
establishment and worship is not meant for all but for the ones desirous of 
achieving the knowledge, promotion of dharma and austerity’ as well as of 
the destruction of enemies.’ This must be one of the plausible reasons as 
to why a separate temple dedicated to this deity is not found in South 
India. On the other hand, the temples might have existed but, in due course 
of time, they could have lost due to philosophical development as well as 
for want of patrons for such temples. It is to be noted that Brahmiya 


! KIK.37 p.68, 83 p.159; KRA.11.87b-88; PRA.15.5-7a; SAA.60.5b-6; VAI59 
p.200; VAK.58 p.375-376; VAS.20.3-Sa. 

? Another reading ‘nagastham’ (existing on hill) of Jiidnakanda (37 p.38) for 
‘tankahastar’ makes no clear meaning and it does not suit here. 

3 The term ‘uddesa’ gives two different meanings 1) the hand is rased above the 
shoulders as if suggesting abhaya (fearlessness) as well as victory over others, in 
vira posture if the word is taken as compound of ‘ud’ and ‘desa’; and 2) if the word 
is taken as the derivative of the prefix ‘ud’ with the verbal root ‘dis’, this means 
tarjani-mudra. But as Jamadagnya is in vira mode of standing, it is proper to take 
the first one which is one of the poses to express the heroic mood. 

* KLA.19.79abe. 

> The term ‘likhet’ in Kriyadhikara (11.89a) indicates that the images of the sages 
be in citrabhasa (portrait). 

° KRA 6.22. 

7 Thid., 11.89a; PRA.15.7b; SAA.60.7b; VAL.59 p.200; VAK.58 p.376; VAS.20.5b. 

§ KJK.37 p.69, 83 p.159; KRA.11.86-89a; PRA.15.4b; SAA.60.4b; VAS.20.1b-2, 
EHI.1.2 App. p. 

* KIK.37 p.69, 83 p.159. 

‘© PRA.15.4a; SAA. 60.4a. 
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citrakarmasastra prescribes this image to be set up in the ndli-grha (cell of 
arrows 1.e. dyudha-sala) either in standing or sitting posture.' 


Though there is a provision of an individual sub-shrine (asraya- 
dlaya) to Parasurama on the north of the main sanctum sanctorum, the 
image is generally installed in group of all the images of incarnations. 
However, we do not come across any such temples in South India. 
Champakalakshmi refers to a temple called Parasurama vinnagaram at 
Sirudavur in Kanchipuram district ascribed to the period of Aditya II (c. 
964 — 969 A.D) on inscriptional evidence.’ If so, it may be the only temple 
dedicated to Parasurama. 


A sculpture of AnantaSayana pose of Visnu is found on the lintel 
over the gateway of the mukhamandapa in Tiru Alandurai Mahadeva 
temple (c. 919 A.D) at Kilappaluvur (near Trichy). This is popularly 
believed to be the form of Parasurama engaged in penance in expiation of 
the sin of having killed his mother. This belief could have taken place 
because of occupation of the priests of Malaiydlars’ (of Kerala) where the 
Parasurama cult has been very popular until today. However, we do not 
come across any reference in the literature of Agama that Parasurama 
killed his mother. Moreover, the association of Parasurama with Ananta is 
not found anywhere. 


Bhargavarama is known as Parasurama on account of his weapon 
‘parasu’ (battle-axe) which is also an important dyudha (weapon) for 
Candesa, the Stuart of the pdrsada-devatas of Siva, who held a status in 
Saivism on par with Visvaksena (Senesa) in Vaisnavism, both in the 
temples and domestic rituals. Therefore, some of the images of two-armed 
CandeSa are wrongly identified or worshipped in some villages especially in 
the non-Vaidika temples such as village deities like Amman, Kali, etc. For 
instance, an image of two-armed Candeéa (c. 10"-11" centuries AD), in 
virasana sitting posture holding parasu (battle-axe) in the right hand, in 
Paluvur (Tamil Nadu), is locally known as the image of Parasurama (Plate 
LI-d), on account of the penetration of the Karnataka-originated cult of 
Renuka or Ellamma, who is said to have been beheaded by Parasurama. In 
many of the Amman temples influenced by this cult, one can find only the 
head of a female deity in worship which represents the head of Renuka or 
Ellamma but not with Vedic mantras or by the priests of brahmana 


* BCS.6.6. 

* KRA.17.43a. 

° Champakalakshmi, op. cit., p.115. This temple is not noticed in the works of S.R. 
Balasubrahmanyam on Chola temples. 

*S.R. Balasubrahmanyam, Early Chola Temples, p.34. 

° Ibid., p.32. 
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community, for the offerings include also non-sdttvika food such as flesh of 
goat, hen and buffalo and, in some places, also liquor. 


Rama 
The incarnation of Visnu as Rama is one of the major forms the 
other being Krsna. The legend of Rama is briefly found in the Vaikhanasa 
treatises. Being requested by the deities, Visnu incarnated in the world as 
Dasgarathi or Rama in order to destroy the demons like Ravana, who 
always afflicted gods and sages.’ His birthday, according to Atri, is on the 
constellation of Punarvasu in the Caitra month in kataka-lagna” 


The worship of Rama benefits in victory, progeny, moksa and 
yoga.’ The structures’ (vimana) viz. Sripratistha, Mahasankha, Hastiprstha 
and Gopurdkara, constructed in the grama, nagara, pattana, kharvata, 
forest, hills, on the riverbanks and seashores, and in the middle of rivers, 
are suitable for the installation of Rama. His image may be installed in the 
temples anywhere but the temple should have four entrances (dvara). 
However, his image must be set up facing the village.” Atri insists that 
Rama’s image must be installed in the temple in the mantapa or kita for 
the protection of the temple.° An individual sub-shrine (a@sraya-dlaya) may 
be allotted to Rama between north and northeast of the main sanctum 
sanctorum.’ The image of Rama is always established along with Sita and 
Laksmana and optionally Hanuman. 


Khiladhikara prescribes the dhruva image of Rama made of 
processed earth.’ The features of the image should be same in both dhruva 
and kautuka icons.” However, the image may be in standing or seated 
posture.” It may be made of gold, silver, copper or wood.'' The kautuka 
image measuring 2/3 of the total height of the dhruva icon is considered 
uttama, 2/3 of the former is madhyama and the height measuring 1/3 is 
adhama.2 The kautuka icon may be of four-armed Visnu."* 





' KJK.83 p.59; KRA.11.91; SAA.60.13-15. 
2 §AA.60.35b-36. 

3 KIK.37 p.69; KLA.19.80b. 

4 KLA.19.81-82, 85a. 

> VAK.3 p.10. 

® §4A.60.16. 

7 KRA.17.43. 

8 KLA.19.86-87. 

9 KRA.11.100; SAA.60.26; VAS.20.64b. 
10 §4A.60.26a. 

 KLA.19.98b-99a. 

2 Thid., 19.99b-100. 

13 VAS.20.64b. 
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Rama has the complexion of dirva' or Syama and his chest is 
marked with Srivatsa. He has lotus-like eyes and is adorned with makuta, 
yellow garments and variety of ornaments and he is attractive to all the 
living beings.’ 


Rama is represented in two types viz. Sadyudha (with weapon) in 
standing posture and Nirdyudha (without weapon) in seated form.’ Marici 
mentions sdyudha type alone. 


Sayudha Rama 

In the Sayudha form, Rama may be depicted in any of the three 
bhangas i.e. flexion of the body viz. samabhanga, dbhanga and atibhanga. 
These three types indicate his three qualities. The atibhanga style of 
posture is expressive of heroic but benign nature of Rama. 


In this aspect,‘ two-armed Rama is depicted holding sharp arrow 
(Sara) in the right hand that bears musti-mudra at the level of sronisitra 
and a bow (dhanus or cdpa) in the left hand which is at the level of 
bahusitra. His image must have resplendent kirita-makuta, makara-patra 
or makara-kundala and adorned with Srivatsa, brahmasiitra, Kaustubha 
and all sorts of ornaments like hara and keydra and clothed in pitambara. 


Sita, with all the features of Laksmi or Sridevi, must be shown 
standing in samabhanga style on the left according to Kasyapa and right as 
per Kriyadhikara and Khiladhikara. Her image is to be set up in 
adhyardhaksa mode of disposition so that the face of Sita is in a position 
turned slightly towards Rama. Samabhanga or abhanga style of standing 
posture is applicable to her image. She must be depicted standing, indeed 
in sthitakuricita fashion, with one of her leg planted on the pedestal straight 
and another slightly bent. The position of legs may be vice-versa. Her left 
hand with kataka-mudra holds a full-blown lotus in it. Her right hand is 
stretched down. Her hands may also be vice-versa, according to 
Kriyadhikara. Her face should have wide-open eyes expressing 
astonishment, probably glancing at the personality of Rama. Her head is 
decorated with karandamakuta or udbaddhakuntala or dhammilla kuntala® 


" Ibid., 20.25a. 

* KLA.19.89b. 

> KIK.83 p.159; KRA.11.91b. 

* KJK.83 p.159; KRA.11.92b-93; KLA.19.88b-89; PRA.15.56; SAA.60.17b-18; 
VAL59 p.201; VAK.58 p.376; VAS.20.20b, 23-25a. 

* KRA.11.94-95; KLA.11.90-91b; PRA.15.48-49a; SAA.60.19-20a; VAI.59 p.201; 
VAK.58 p.377 

° The phrase ‘udbandhadhammilla’ in Vaikhanasagama text must be taken as 
udbaddha or dhammilla for both of the style together is not possible. 
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Her complexion is golden (rukma) or yellow and she is clad in garments in 
the colour of parrot’s feathers (Suka-patra) or in Syama colour. She is 
adorned with varieties of flowers. 


The image of Laksmana,’ in samabhanga style, must be on the 
right or left side of that of Rama. His posture and attributes are same as 
that of Rama. However, he has the hairstyle of bdla-kuntala or 
udbandhakuntala as per Marici and Kriyadhikara. His complexion is yellow 
(pita) or golden (rukma or taptakaficana). 


Bharata and Satrughna,’ according to Vdadsadhikara and 
Prakirnadhikara, holding a bow and arrow, are to be shown on the left side 
of Laksmana. Bharata has the complexion of syama and Satrughna has the 
complexion of gold. Both of them have the hairstyle of kesa-bandha and 
adorned with yajfiopavita made of pearls (mukta-yajfiopavita). 


Hanuman’s image® in the form of monkey remains in front as if 
informing something to Rama. This two-armed one is depicted keeping his 
right hand near his mouth indicating humbleness and holding his garments 
/ clothes, probably the lower part, with his left hand between his thighs. 
Alternatively, his right hand may be depicted holding his tail. His body 
remains slightly bent forward (prahvariga) in the attitude of paying homage 
with his face uplifted looking at Rama. He has the complexion of gold 
(rukma) or tawny (pirigala).’ However, as per Khilddhikara, his chin has 
the hue of avijana and his face has the colour of red (rakta). He has the 
garments in white (sveta) colour. As per Vasddhikara, his place is on the 
left side of Sita.” 


Sugriva® and all other monkeys must be shown standing around 
with afijali gesture. However, Sugriva alone may be on the right side of 
Rama below the level of the simhasana, as per Atri. 


The image of Sayudha Rama is to be established in the vimanas 
viz. Phelakara, Angandkara, Somacchanda, Hastiprstha, Trikuta, Kutakara, 


1 K/JK.83 p.159; KRA.11.96; KLA.19.90-91; PRA.15.49b; SAA.60.20b-21; VAI.59 
p-201; VAK.58 p.378; VAS.20.54. 

It is noteworthy that all the rituals of Laksmana must be same to that of Rama, for 
he is the part of Rama, states Atri (S4A.60.43). 

2 PRA.15.50; VAS.20.55—56a. 

> KJK.83 p.159; KRA.11.97-98a; KLA.19.92; PRA.15.51a; SAA.60.22-23a; VAI.59 
p.202; VAK.58 p.378; VAS.20.56b-57. 

*“ VAS.20.56b. 

> [bid., 20.57b. 

§ Ibid., 20.58a. 

7 SAA.60.23b. ‘ 
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Svastika and Catusphuta or Mantapa, on the western side in the grama, 
nagara, kharvata, pattana’ and senanivesana.” A temple may be allotted to 
Rama on the southwest or northwest in case it happens to be outside 
grama’ or in the holy places on the banks of river or sea.’ The 
establishment of the image of Sayudha-Rama benefits in obtaining merit 
(punya), victory (vijaya), valour (virya) the status of emperor and wealth? 
or the three goals of human endeavour (which excludes moksa).° 


The panels pertaining to various episodes of Rama is found in many 
places throughout India and abroad. It clearly indicates the popularity of 
Rama theme. An image measuring 8.5 cm dated 3™ century AD found at 
Nagarjunakonda (Guntur district, Andhra Pradesh) is depicted holding a 
bow in the left hand.’ There is no problem in taking this image to be the 
earliest representation of Rama, for the image belongs to the period of 
Ikshvaku dynansty who were the royal patrons of Brahmanism in addition 
to Buddhism.’ Moreover, it is to be noted that the collection of earliest 
images of Vaisnavism in Andhra Pradesh was found in this region. 


Some of the Sayudha Rama group images housed in the temples 
are referred here. A beautiful group of Sayudha Rama (Plate XXXVII-a) 
is in Kodandarama (Tiru Ayodhya Perumal) Temple at Madhurantakam 
known as Madhurantaka Chatruvedimangalam in the inscriptions.’ The 
temple built close to the bund of local tank may be taken as an example of 
Rama temple to be on the banks of water ponds. This temple belonging to 
early Chola period is one of the rare temples to house the group of Rama 
both in dhruva’’ and utsava forms. The tall metal images are exquisitely 
the masterpieces of Indian sculpture. The images Rama, Sita and 
Laksmana are decorated with kirita-makuta though the images of the 
accompanying deities are generally depicted with karanda-makuta. The 
ornamentation of these images is delicately carried out by the sculptor. 
Among the metal images presently installed in the temples, these are the 
ones with slender physical features. 








| KIK.83 p.160; VAS.20.11. 

* VAS.20.12. 

* Ibid., 20.13a. 

* Ibid., 20.13b-14a. 

> KIK.83 p.160; VAS.20.10b. 

® This is according to different reading of the JAdnakanda text (K/K.83 p.160). 

7 C. Sivaramamutti, South Indian Bronzes, p.69 and fig. 2a. 

8 MLL. Nigam, op. cit., p.128. 

? §.R. Balasubrahmanyam, op. cit., p.100. 

10 A mutilated / broken image of Rama unearthed two decades ago in the premises 
of the temple suggest that the dhruva-bera of Rama was originally of stone which 
was replaced with a new one in later period. 


CHAPTER V: FORMS OF VISNU 247 


The image of Rama at Tiruccherai (c. 871-907 AD)’ in Tanjavur 
district is the best example for the flexions of body. However, this image 
has the flexions which exceed atibhanga. This image in dvibhanga style is 
noteworthy for its extraordinary fluidity of outline.? The left leg is flexed 
and the torso leaning to his right with the part below the medhra-siitra is 
balanced in the opposite direction. The left hand is dhanurhasta but raised 
almost equal to middle of the crown rather being one angula above the 
level of usnisa prescribed in the Vaikhanasa treatises. 


In the fine group of Rama, Sita, Laksmana and Hanuman found in 
Kaliyaditta Visnugrha at Kappalur (c. 907-950 AD),’ Sita is on the left side 
of Rama. Her hairstyle of dhammilla is remarkable. Another group at 
Paruttiyur resembles the above.* However, the image of Sita is on the right 
side of Rama in spite of her outer hand depicted in kataka-hasta and inner 
hand remaining /ola-hasta. 


The group of Rama at Vadakkuppanaiyur’ (Tanjavur district) 
resembling the above, as Balasubrahmanyam states,° seems to be the finest 
of all belonging to Chola period. Laksmana is shown with udbaddha- 
kuntala rather than with karanda-makuta. His channavira applicable to 
warriors goes to indicate him to be the younger prince (yuvaraja) as 
described in the Vaikhdnasa treatises. Hanuman is represented exactly as 
found in the works in prahvanga style. His kundalas are prominent. 


An image of Rama (11 century AD) in Sundaraperumal temple at 
Velarpuram’ (North Arcot district) appears to be the only image to follow 
the prescriptions of Agamic works that the left hand, as dhanur-hasta or 
kataka-hasta, should be one argula above the level of usnisa and with the 
distance of twenty four avigulas from the kirita. 


Nirayudha Rama 
In Nirdyudha aspect, Rama must be depicted sitting on the 
simhasana, folding the left leg and letting the right one down apparently in 


'§.R. Balasubrahmanyam, op. cit., p.287. 

? A beautiful bronze image of Tripurantaka (c. 10° century AD), now housed in 
Norton Simon Museum, has the same features of the image of Rama at 
Tiruccherai. 

3 §.R. Balasubrahmanyam, op. cit., p.297. (also Plate 144). 

“ The illustration is reproduced in South Indian Bronzes (fig. 43b). 

° The illustration is reproduced in South Indian Bronzes (fig. 40a, 40b, 41a, 41b). 
°§.R. Balasubrahmanyam, op. cit., p.297. 

’ This is illustrated in South Indian Bronzes (fig. 39a). 

° KJK.37 p.68; 83 p.160; KRA.11.99a; KLA.19.93b-94; PRA.15.52; SAA. 60.24b; 
VAS.20.59-60a. 
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sukhasana posture.’ His right hand bears abhaya-mudra and left one is in 
kataka, katika or katyavalambana pose. 


Sita,’ his consort with golden complexion, is depicted seated along 
with him on the simhdasana on his right side with joyous mood and smiling 
face. She is in sukhdsana posture, throwing her right leg down and folding 
and placing the right one on the seat. Her left hand holds a lotus whereas 
her left one is in katyavalambita or urunyasta pose. The image of Sita must 
be set up in a position, probably in sdcikrta or ardhasacikrta mode, as if she 
is slightly glancing at the image of Rama. 


The images of Laksmana and Hanuman, both with ajijali gesture, 
must be shown down below the simhadsana on the left and right 
respectively.’ 


According to Vasadhikara and some other authorities referred by 
Kasyapa,’ Bharata with syama complexion, and yellow-hued Satrughna 
along with Laksmana are to be depicted either sitting or standing down the 
simhasana. 


The installation of the image of Nirayudha Rama is meant for good 
progeny, compassion (dayda), truthfulness (satya), austerity (tapas), victory 
(vijaya), valour (virya) and wealth’ in the structures (vindna) viz. 
Sripratisthita and Mahdasankha® re kautuka image of Nirayaeba.t Rama 
may be in standing or seated posture.’ 


The group of Nirayudha Rama cannot be traced out in the early 
period. The Ramasvami temple at Kumbhakonam, erected in 17" century 
AD® is the only temple to house the images of Nirayudha Rama which 
almost tallies with the above description. The exquisite stone images set up 
in the sanctum sanctorum are lively. Hanuman depicted seated in front in 
ekaja@nukrama posture and holding a book in his hands rather than in 
anijali-hasta is noteworthy as such image of Hanuman is rare. A beautiful 
set of Nirayudha Rama is noticed in the temple at Punnainallur (Plate 
XXXVII-b). These metal icons are unique and exquisitely created. 


' Kasyapa (K/K.37 p.68) describes Sayudha Rama but seated on simmhasana like 
Nirayudha Rama. 

* KIK. 83 p.160; KRA.11.99a; KLA.19.93b; VAS.20.60b-61. 

> KJK.83 p.160; KRA.11.99b; KLA.19.95b; SAA.60.25; VAS.20.63b. 

“ KIK.83 p.160; VAS.20.62-63a. 

° KIK.83 p.160. 

° Ibid., 37 p.69; VAS.1.130. 

’ VAS.20.64a. 

°§.R. Balasubrahmanyam, Later Chola Temples, p.197. v 
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Balabhadra (Balarama) 

The pair of Balarama and Krsna is the best and the most powerful 
among the incarnations of Visnu in order to sustain dharma in the world, 
states Bhrgu.' The reference to the worship of Balarama (vellainagar) 
found in the Tamil work Cilappatikdram indicates the popularity of 
Balarama also in South India during the early period though little later to 
the references to North India. The people who worship Krsna and 
Balarama enjoy everything in the world and reaches the world viz. Sdyujya 
of Visnu, asserts Bhrgu.” 


The incarnation of mighty Balabhadra or Balarama’ alongwith 
Krsna is for the destruction of the demons (daitya) like Naraka and Kamsa 
and reduce the multitude of arrogant kings of the world, state the 
Vaikhanasa treatises.’ Atri states that all rituals pertaining to pratistha etc. 
should be same as that of Visnu emphasizing Balabhadra to be the 
incarnation of Visnu’ though the idea that Balabhadra is the incarnation of 
Ananta was prevalent in South India, the place of origin of Vaikhanasa 
treatises. 


Two types of Balarama images are found in the Vaikhanasa 
treatises viz. Sayudha and Nirayudha, the former in standing posture and 
the latter in seated posture without any peeaponss The image must be 
fashioned in madhyama daSa-tala measure.° However, the kautuka image 
of Balarama may be same as dhruva’ or like that of four-armed Visnu.® 


The image of Sayudha Balarama is to be established in the vimanas” 
viz. Somacchanda, Svastika, Catusphuta and Hastiprstha on any direction in 
grama, agrahara, nagari, pattana, Kharvata, rajadhani and senasamvesini, 
especially in the mode of eka- bera’” but also in bahu-bera fashion 





' KLA.19.135b. 

* Ibid., 19.138. 

3 Khiladhikara does not include Balabhadra in the group of avatara forms of 
Visnu. 

4 KIK.84 p.160; KRA.11.104; PRA.15.62b-64a; SAA.60.48b-50; VAS.21.1b-2. 

> SAA.60.60b. 

° KIK.84 p.161; SAA.60.52b; VAL.59 p.202; VAK.59 p.370. 

7 $AA.60.57b. 

8 VAK.59 p.180. 

° KIK.37 p.69, 84 p.161; KRA.11.105a; PRA.15.65a; SAA.60.51b-52a; VAS.21.3b-5. 
10 Ekabera-krama, generally known also as ekavira-krama, is installation of an 
image individually in a separate place normally on the outskirt of any town or 
village for individuals desiring self-power, moksa, destruction of enemy, etc. Bahu- 
bera is the installation of many icons in the same cell or shrine, for the eveliate of 
all collectively. 
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according to Vasddhikara, or in company of Krsna on the same throne, for 
obtaining enormous strength and emperorship.’ The image in Nirayudha 
aspect is for enjoyment, happiness and all auspicious results.” Atri asserts 
that the worship of Balarama, comparable to the peak of Sveta-adri, 
benefits in crossing the ocean of transitory world of births and deaths 
(Samsara).° 


Sayudha Balarama 

In the Sadyudha form,’ Balarama is depicted in tribhanga or trinata 
(abhariga) style standing posture’ holding musala in the right hand that 
bears musti-mudra at the level of sronisiitra and a khadga® (sword) or hala 
(plough) in the left hand which is at the level of bahusitra. His complexion 
is white like the blend of conch, moon and jasmine flower. In addition to 
the hairstyle of udbaddhakuntala, he is clad in blue or red garments and is 
adorned with varieties of ornaments. Revati,’ but Rohini according to 
Prakirnadhikara, is to be depicted standing, indeed in sthitakuficita fashion, 
with one of her legs planted on the pedestal straight and another slightly 
bent, on the right side of Balarama, with all the features of Laksmi or Sri. 
She has the complexion of pollen grain of lotus and is clad in puspavastra 
(variegated dress). She holds a lotus in her right hand while her left hand 
dangles down. 


Nirayudha Balarama 

In the image of Nirdyudha,* Balarama must be depicted sitting on 
the simhdsana, folding the left leg and letting the right one down, 
apparently in swkhdsana posture. His right hand bears abhaya-mudra and 
left one is in katyavalambana or iirunyasta pose. Revati, having the 
complexion of afjana or blue-lily, is depicted seated along with him on his 


! KIK.37 p.69; KRA.11.105b. 

* KIK.84 p.161. 

* SAA.60.51a. 

4 KIJK.37 p.69, 84 p.161; KRA.11.106; PRA.15.65b-68b; SAA.60.53,; VAI.59 p.202; 
VAK.59 p.380; VAS.21.6-8a. 

> Vaikhanasagama (59 p.202) states that Balabhadra resembles Rama in posture 
and hands. 

° The attribute khadga (sword) found in Prakirnadhikara (15.66b) is unusual. 
However, the next verse mentions hala (plough). Hence, the mention of khadga 
must be an error. Moreover, even if the attribute is taken for granted, it is 
practically difficult to create an image of Balarama with sword carried in the hand 
that is raised to the level of bahu-sitra, for sword is held in musti-mudra generally 
at the level of navel. 

T Atri does not include Revati in Sayudha form. 

8 KJK.84 p.161; KRA.11.107b-110a; PRA.15.68b-69; SAA.60.54-57a; VAS.21.8b- 
13a. r 
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right. She is in sukhasana posture, throwing her right leg down and folding 
and placing the left one on the seat. Her left hand holds a lotus whereas her 
right one is placed on her waist. On the other hand, the arms may be vice- 
versa. The image of Revati must probably be in adhyardhaksa or sacikrta 
mode of disposition, slightly glancing at the image of Balarama. Krsna may 
accompany him on the same seat. 


The image of Balarama depicted with madhu-casaka (wine-cup) 
found in North India right from earlier period is not found in South India 
either in temples or in caves exactly meant for worship. The earliest 
representation of Balarama must be the one found together with Krsna in 
the Krsna mandapa rock-cut cave at Mamallapuram (Plate XL-c). 
However, Balarama is not depicted with plough (hala) and pestle (musala). 


A beautiful and unique image of Balabhadra is found in the 
brahmanical cave at Bhokardan (Plate XXXIX-a), ascribable to c. 675-750 
AD which is partly corroded. Balabhadra stands in samapdada-sthanaka 
standing posture holding hala (plough). A female figure, obviously Revati 
is on the right side very close to Balabhadra in pddasvastika standing 
posture, planting her right leg firmly and keeping the left leg across in 
front. Her figure, to have been originally with dhammilla hair-style, has the 
height upto the level of chin (hanvanta) of Balabhadra whosc hand, behind 
her, is in embrace. Her right hand is in prasarita and little away from her in 
order to accommodate the hand of Balabhadra on her waist. Her other 
hand is in embrace. K.V. Soundara Rajan’ identifies this female figure to 
be Subhadra. However, the posture of dlingana suggests it must be the 
spouse of Balabhadra i.e. Revati rather than Subhadra, Balabhadra’s sister. 


There is no individual temple of Balabhadra traceable, for almost 
by the time of development of the temples for different forms of Visnu on 
the influence of Alvars and Agamic literature, Krsna occupied a prominent 
place. Moreover, Balabhadra does not appear as a prominent form in the 
hymns of the Alvars, though he is included as one of ten avataras. There is 
a reference in the Tamil work viz. Manimekalai, for the temple for a deity 
known as ‘Vellaindkar’ (White serpent). According to Champakalakshmi,” 
the Vellainakar is none other than Balarama, for Balarama is the 
incarnation of Ananta of bright white complexion. If so, this must be the 
reference for the temple of Balarama. However, the term ‘Vellainakar’ is 
applicable not only to Balarama, the incarnation of Ananta, but also to 
Ananta. As the naga worship is very ancient practice, this temple may be 
for Ananta, the king of serpents (na@gas). Moreover, even today the 





 Soundara Rajan, op. cit., p.163. 
* Champakalakshmi, op. cit., p.127. 
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worship of Ananta is prevalent also in the Vaisnava families. It is 
interesting to note that nowadays, as the remedial ritual for the serpentine 
divinities viz. Rahu and Ketu, the special bathing ceremony and rituals are 
performed for Ramanuja, the profounder of Visistadvaita School and 
Varavaramuni (Manavala mamuni), the prominent Acarya in the 
Ramanuja school, who are considered to be the incarnation of Ananta or 
Adisesa. 

There is a provision of allotting an individual sub-shrine (asraya- 
alaya) to Balarama on the northeast of the main sanctum sanctorum.' 
However, we do not find such sub-shrine anywhere. Balabhadra in Daivika 
Vasudeva group may hold any attribute and may be accompanied with his 
consort Revati. The image of Balarama is included in the Manusa 
Vasudeva or Paficavira group. In such group, both Balarama and Krsna are 
to be fashioned in dasa-tala measure having the height of 7/8 of the total 
height of the sanctum sanctorum. Such group is found in Srinivasa temple 
at Nacciyar Koyil (Tirunaraiyur) near Kumbakonam and Parthasarathi 
temple at Tiruvallikkeni in Chennai, both in Tamil Nadu. 


Krsna 

Krsna, the incarnation of Visnu, had been famous in Indian art 
right from the early period at least from the time of Guptas though his 
greatness had been referred to in the epic Mahabharata and other 
literature. A sealing from Ahichchatra (c. 5" century AD) with two legends 
mentions the name of Govinda and Vatasvami and an inscription (c. 5" 
century AD) from Bogra district, Bengal, proves the popularity of Krsna 
and the temple dedicated to him.” As the deity of pastoral region, Krsna 
and his forms in the group of Paficavira had been famous during the 
Sangam age in South India,’ however, it appears Balarama had gained 
prominence in the early times and customs; hence his image gets prescribed 
in madhyama daSa-tala normally applicable for the incarnatory forms. The 
inscription at Adivaraha cave temple at Mamallapuram,’ the earliest 
epigraphical enumeration of incarnations, does not include Krsna but 
Buddha. This too asserts that Balarama concept was in prominence. The 
authors of Vaikhdnasa treatises must have followed this. However, Krsna’s 
story had been extensively represented in the sculptures of Pallava period. 
The same could have made Kasyapa to depict Krsna represented sitting on 
the same simhasana alongwith his brother Balarama.” Krsna remained a 


" KRA.17.43. 

? P. Banerjee, The Life of Krishna in Indian Art, p.70 
> D. Dayalan, op. cit., p.15. 

* SU_XII.No.116. 

° KJK.84 p.161. 
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sub-ordinate diety probably until the time of spread of Bhakti movement 
especially by the Vaisnava saints i.e. Alvar. In Later times, possibly with 
the influence of Pdficaratra treatises and definitely with the devotional 
hymns of Alvars, Krsna acquired a major place in Vaisnavism as well as in 
the art history; consequently Balarama came to be considered the 
incarnation of Ananta and came next in order to Krsna. The Alvars treated 
Krsna as a mere miraculous child rather than Supreme deity. Periyalvar, 
father of Antal (Goda), was very important among them most of whose 
hymns deal with the childhood activities of Krsna. Moreover, he treats 
Krsna as his own son imagining himself to be Krsna’s mother. To 
Nammialvar, even food, water, betel-leaf and everything was Krsna. The 
Alvars and later composers could develop this idea well and they 
engendered such a taste. That is why in all the temples dedicated to other 
forms of Visnu, an image of Krsna also, possibly Navanita-Krsna, is 
installed. Here it is noteworthy to bring out the essence of the conversation 
of two Vaisnava Acaryas of 12" century AD. Nafijiyar asked Parasara 
Bhatta as to why the Alvars were partial to Krsna rather than to Rama. 
The reply was that Rama, being born at the palace of Dasaratha, could be 
in safe condition whereas Krsna, born in the cowherd’s settlement, always 
had many problems from his enemies, hence the Alvars were more 
sympathetic and compassionate towards him.’ 


Atri and Bhrgu present the legend of Krsna as found in Puranic 
literature? Krsna is the best and the most powerful among the 
pradurbhava type incarnations of Visnu for the sustenance of dharma in 
the world, states Bhrgu.” The devotees of Krsna and Balarama, .as stated 
earlier, enjoy everything in the world and reaches the world viz. Sayujya of 
Visnu. 


The temple dedicated to Krsna may be on any of the directions in 
grama, nagara, pattana, kharvata, kutika, forest and garden, on banks of 
river, ponds and sea, confluence of river and on the hill.” The temple must 
be in such a position that the image of Krsna faces the village or town." 
The temple should have at least one tier and one prakara (rampart wall) 





! Tiruvaymoli (5.10). Intorduction in the commentary viz. Jtu. 
2 KLA.19.136-138a; SAA.60.50. 

3 KLA.19.135b. 

* Ibid., 19.138. 

> [bid., 19.140b-143a; VAS.21.18-19. 

° VAK33 p.10. 
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and gopura.' Moreover, Krsna’s individual sub-shrine (asraya-dlaya) may 
be between northeast and east of the main sanctum sanctorum. 


The temples suitable to install Krsna’s images are Ganikavihara, 
Trikiita, Mahahamsa, Kumbhakara, Kita, Gopura, Nandyavarta, 
Sarvatobhadra, Bhadraka, Svastika, Kiirmakara and Parvatakara” The 
installation and worship of Krsna benefit in obtaining all desired 
objectives.* As the forms of Krsna depicting his sportful activities are 
innumerable, any of his forms can be created in addition to whatever 
prescribed in the texts.” However, the kautuka icon may be the same as the 
dhruva image of Krsna or that of four-armed Visnu.° Especially, the image 
of Sayudha Krsna made of gold, silver or copper, must resemble the 
features of dhruva’ which is considered to be uttama grade.® 


A detailed description is found in Khiladhikara text.” Krsna must 
be depicted in tribhanga style with two hands and decorated with all sorts 
of ornaments. His eyes must be like lotus-petal and his lips are prominent 
and shining. His garments must be red and his usnisa (turban) should have 
purima on the sides. His head should have many beautiful curly hairs. His 
right ear is decorated with ratna-kundala studded with five types of 
precious stones. His left ear is adorned with an ornament called sankha- 
patra. His chest ornaments are mukta-malda (pearl-string) combined with 
hara called Sricchanda. The ornament viz. bahubandha should have 
kimpuri in the middle and ulika below. His forearm is decorated with three 
kataka and his fingers must have gem-studded rings. He wears uttariya and 
vanamala, channavira, urobandha (udara-bandha) and katibandha. His 
gem-studded nipura (anklet) should have three facets (sides). 


Krsna is mentioned in two forms viz. Sayudha i.e. possessor of 
weapons and Nirdyudha i.e. one free of weapons. His favourite attribute 
flute is considered to be one of his weapons. This is confirmed with also the 
current practice of the image of Krsna, installed in the houses for personal 
worship, does not hold the flute though the image is in the attitude of 
playing the same. Even Saélagramamiirti (black-fossil stone), identified to 


' KLA.146b-147a. 

2 KRA.17.44a. 

3 KJK.37 p.69; KLA.19.145; PRA.16.1b-2a; SAA.60.63a. 

4 §AA.60.62b; VAS.21.17b. 

> KIK.84 p.161; KRA.11.120; KLA.19.193b, 196; SAA.60.81b-82a; VAK.59 p.381. 
® KRA.11.117b; VAI.60 p.203; VAK.59 p.381. 

7 SAA.60.68b. 

8 KLA.19.181. 

? Ibid., 19.151-159. 
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be the representation of Venugopala,’ is not worshipped in the house for it 
is believed that the worship of such image requires utmost care which is 
possible to observe only in the temples and not at homes. 


Sayudha Krsna 

The image of Sayudha Krsna must be established in the structures 
(vimana) such as Ganikavihara, Kumbhakara and Gopurakara in order to 
attain wealth and enjoyment.” 


In Sayudha aspect, Krsna is depicted in a very handsome youthful 
form with beautiful eyes and moon-like face. He has syama complexion, is 
clad in red or yellow garments (pitambara), and is adorned with either 
kirita, udbaddhakuntala or kuntala-makuta and all ornaments. 
Alternatively, his black hair may be kuficita-kuntala. His image in 
samabhanga style of standing posture must be fashioned in nava-tala or 
madhyama dasa-tala, This two-armed one holds a sportive staff (krida- 
yasti) in the right hand bearing kataka gesture. The tip of the kataka-hasta 
must be approximately equal to the level of Krsna’s navel, bottom of thigh 
or medhra with the distance between it and the side portion being six, 
seven or eight angulas. The left one remains in utkridana gesture. 
Alternatively, the same is raised up with the folding at the elbow and the 
forearm is stretched in front so that the fingers remain turned downward 
with the palm facing inwards, apparently in pallava-mudra. The elbow must 
be at the distance of ten angulas below the hikkd-siitra. The tip of, middle 
finger must be at the level of Krsna’s navel. The left hand may hold a conch 
in it. 

Rukmini and Satyabhama accompany him on the right and left 
respectively with their height reaching Krsna’s shoulder level. Rukmini, 
incarnation of Sri,’ holds a lotus in her left hand and Satyabhama holds a 
lily in her right hand. Both of them keep another hand dangling down. The 
former has the complexion of gold or syama, krsna (black) or like that of 
ripe vakula fruit and clad in black garments. Satyabhama, incarnation of 
Bhiidevi,’ has the colour of Syama, yellow or red and is clothed in yellow. 
Both of them are adorned with karandamakuta or the hairstyle of 
dhammilla, udbaddha-dhammilla, kuntala or udbaddhakuntala, in addition 
to variety of jewels. Garuda stands on their left with his hands bearing 





' The Salagrama with hole throughout one end to another end is said to represent 
Venugopala i.e. Krsna with flute. 

? KIK.84 p.161. 

3 Ibid., 37 p.68, 84 p.161; KRA.11.113b-117a; KLA.19.160-166; SAA.60.64-68a, 
VAK.59 p.380-1; VAS.21.24-32. 

* SAA.60.93a. 

° Ibid., 60.93b. 
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anjali gesture. In case Garuda or Gopala is depicted standing at immediate 
left of Krsna, the left hand of the latter may be shown resting on the 
shoulder of the former. Installation and worship of this type of Krsna’s 
image is beneficial for those desirous of all sorts of enjoyment, states 
Bhrgu.’ 


Krsna’s image” may be accompanied with also that of Garuda, 
Gopala and Sridaman. In such representation, Krsna is depicted placing his 
left hand elbow on Garuda’s shoulder. Gopila,’ with the attire of the 
cowherd, is clad in white or red garments. Holding a flute / bamboo staff in 
his hand, he is shown slightly facing Krsna. His image must be fashioned in 
8% tala. Sridaman is shown with ajfijali gesture. He has the complexion of 
kanku-syama and clothed in white. His image must be fashioned in 8% tala. 
Sundara,* incarnation of Garuda, is the Saisika (recipient of remnants) and 
also the vehicle (vahana) of Krsna. 


Bhrgu, in Vasadhikara, adds some more accompanying figures. 
Vasudeva and Devaki, Nandagopa and YaSsoda are on the right side 
looking at Krsna. Samba, Pradyumna, Gopa (Sridaman) and Sumanasa are 
on the left side. Devaki and Vasudeva are of golden (rukma) clolour. 
Yasoda and Sumanasa have gaura complexion and Nandagopa has the 
colour of karbura. Pradyumna is of syama complexion, Samba has the hue 
of black cloud (nilambuda) and Dama has red complexion. 


One of the earliest Sayudha-Krsna group, tallying almost with the 
above descriptions is the one found in Viranarayana Perumal temple 
(Viranarayana Vinnagaram) at Kattumannargudi (near Chidambaram) 
ascribed to the period of Cola ruler Parantaka I (c. 907-955 AD).° 
Another set of images under worship in Rajagopalasvami temple (early 
Cola period)’ at Mannargudi near Tanjavur is noteworthy for its tall size 
and beauty.® A similar group is found at Pappakudi (Tanjavur district) and 


' VAS.1.128-129a. 
* KIK.37 p.69; KLA.19.166b-171a. 
3 This is different from Gopala, one of the forms of Krsna. This Gopala is Krsna’s 
friend as per the names to invocate him. 
“ This Sundara is different from the one depicted holding camara in the panels of 
dhruva-bera. Sundara is the incarnation of Garuda to serve Visnu in the form of 
Krsna. 
> VAS.21.33-38. 
° §.R. Balasubrahmanyam, op. cit., p.71. 
7§.R. Balasubrahmanyam, Middle Chola Temples, p.358. 

* Manavala Mamunikal (Varavara Muni), one of the Vaisnava Acaryas (1370-1443 
AD), offered the status of DivyadeSa (Holy place) to this temple on par with other 
temples praised by Alvars. 
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Vilanagar, both datable to Chola period.’ One of the sets presently housed 
in the northern cell in the Venkatesa temple at Fanaswadi, Mumbai (Plate 
XXXIX-c) is noteworthy for its beauty and exquisite workmanship. 
Another image of Krsna (c. 11" century AD) housed in Sundaraperumal 
temple at Velarpuram (North Arcot district) i is remarkable for the hairstyle 
of keSabandha and tribhanga posture.’ 


Another image of Krsna, assignable to middle Chola period, with 
different features is found in the Visnu temple at Kilaiyur (Tanjavur 
district). Krsna’s both hands bear kataka gesture and bottom of the gesture 
comes upto the navel of Krsna. Rukmini and Satyabhama are depicted wa 
kirita-makuta | kesabandha rather than dhammilla or udbaddha- kuntala.’ 


Nirayudha Krsna 

The image of Nirayudha Krsna* must be depicted in swkhasana 
posture on simhdsana alongwith his consorts but without his weapon ie. 
sportive staff (lila-yasti) or the flute (venu). He is accompanied with 
Rukmini and Satyabhama on right and left respectively both seated on the 
same seat. Rukmini is seated with her left leg bent and kept on the seat and 
her right leg stretched down. Satyabhama is seated with her right leg folded 
so as to rest on the seat and her left leg thrown down. Their images must be 
placed probably in ardhasacikrta or sdcikrta mode of disposition slightly 
looking at Krsna. Rukmini holds a lotus in her left hand and Satyabhama 
holds a lily in her right hand. Their another hand is placed on the waist. 


The image of Krsna in Nirdyudha aspect is installed for enjoyment 
and pleasure.” This sort of image of Krsna is not noticed yet in any form 
suitable for installation in the sanctum sanctorum. 


Navanitanata 

The form of Navanitanata gives a picture of the episode of infant 
Krsna’s dance in order to get the butter (navanita) by pleasing the cowherd 
women. This theme had been the most favourite of almost all the ancient 
poets, till the late century, who tried their best to describe the dance of 
Krsna. The Vaisnava saints (Alvars) call him Vennaiykku adum pillai or 
Vennaikkiittan (dancer for butter). 


The image of Navanitanata must be depicted in dancing posture of 
the infant Krsna. The face must look beautiful with curly hair moving back 
and forth and it must express the joyous mood of Krsna at the sight of 


' Photo is reproduced in Vaisnava Iconography in Tamil Country (figs.78, 79). 
? Illustrated in South Indian Bronzes by C. Sivaramamutti (fig.69b). 

> Photo is reproduced in Vaisnava Iconography in Tamil Country (fig.77). 

4 KIK 84 p.161; KRA.11.118; SAA.60.69. 

> KIK.84 p.161. 


258 VAIKHANASA ICONOGRAPHY 


butter with his eyes wide-open.’ The lips and palms are very reddish. His 
left leg, slightly bent at the knee, is planted firmly as if he is dancing as per 
Marici, on the padmapitha or on the ground and his right leg remains bent 
and lifted up in uttana-ku/icita’ pose. His right hand bears abhaya-mudra 
or holds a ball of butter. His left hand is in utta@na-prasarana or uttana- 
prasarita pose i.e. stretched out and raised up to the level of hikka-siitra. 
Alternatively, the same may be in prasdarita mode without rising up. In 
addition to all sorts of ornaments, he may be optionally clad with clothes 
having many knots. A cowherd woman in the attitude of churning the curds 
should be depicted to the left of Krsna’s image. This image is found on the 
pillars of almost all the temples. 


A beautiful image of dancing Krsna (12-13" centuries AD) found 
in the Prince of Wales Museum of Western India, Mumbai is remarkable 
for the hand gesture.’ This is a unique image of Krsna having the right 
hand with saci or uddesya-mudra though commonly this image is depicted 
with abhaya or pataka-mudra or a ball of butter. 


In some images, Krsna is depicted placing his bent right leg on the 
lotus. He is sometimes shown with butterball in both the hands. 


The image of dancing Krsna is commended in a way specified in the 
texts for being set up in the sanctum sanctorum for worship. Any of the 
dancing scenes can be exhibited in the temples. One can find the dancing 
figures of Krsna in many karana (dancing stances) in the Sarngapani 
temple (c. 12"-13™ century AD) at Kumbakonam.* 


Kaliyamardana 

This form illustrates Krsna’s famous activity of subduing the 
serpent Kaliya. There is a strong belief and custom prevalent especially in 
South India that the worship of this image wards off the evil influence of 
the two demonic planets viz. Rahu and Ketu. One can also see the image of 
dancing Krsna sculpted on the serpent-stones (ndga-sila), installed under 
the pipul trees for remedial purposes. 





' Ibid., 84 p.161; KLA.19.194-195; PRA.16.42b-45; SAA.60.71-74a; VAI.60 p.203; 
VAK.59 p.381. 

? Urdhvajanu pose is different from this. 

* Tllustrated in South Indian Bronzes (fig.83a). 

“ Sivaramamurti, Nataraja in Art, Thought and Literature, p.60-69. All the 
sculptures of dancing Krsna with relevant descriptions are presented in this 
monograph. 
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The image of Kaliyamardana’ resembles that of Navanitanata but 
with wonder-struck eyes dancing on the hoods of the serpent Kaliya. The 
hood of Kaliya consists of five or seven heads. Kaliya’s tail is held by 
Krsna’s left hand that remains in uttana-prasdrita pose. His right hand 
bears pataka-mudra apparently abhaya gesture. Alternatively, it may hold 
a ball of butter in it.’ Kaliya’s spouses, fully ornamented and crested with 
snake’s hood, must be shown near Krsna’s foot with their hands clasped in 
aijali gesture and their heads bowed down anxiously anticipating 
favourable decision of Krsna to spare the life of their husband i.e. Kaliya. 


The image of Kaliyanartana or Kaliyamardana is not found in 
dhruva form in the sanctum sanctorum. However, the same is found as 
relief sculpture as well as metal pieces. As Ratan Parimoo’ observes that 
the motif of Kaliya first appears in the South and then subsequently 
becomes the prototype for all such depictions in painting and sculpture in 
most parts of India, it is true that we do not come across any such 
depictions in other parts of India in the early period. 


The episode of Kaliya has two activities — a) subjugation of Kaliya 
where destructive (samhara) attitude is present, and b) grace on Kaliya 
where anugraha (benign) attitude is dominant on the request of the 
spouses of Kaliya. It is Kaliya-mardana in the former and Kaliya-nartana in 
the latter where the holy feet of Krsna is placed on the hoods of Kaliya, as 
Ratan Parimoo explains, which is the ultimate aim of the Vaisnava Alvars 
and by which the king Mahdabali reached the highest status among the 
devotees of the Lord Visnu. 


The earliest Kaliyamardana figure (Plate XLII-a) is found in one of 
the niches on the middle tala of the superstructure (vimdna) of the 
monolithic temple generally called as Dharmaraja-ratha at Mamallapuram 
(c. 672-700 AD). In this relief, a two-armed male, obviously Krsna, is 
depicted standing on the back of another human figure decorated with 
serpent-hood facing downwards with his serpentine lower part of the body 
turned and his tail held by Krsna. This is the earliest representation of 
Krsna-Kaliya episode. It is not exactly as per the description found in the 
Vaikhanasa treatises. However, the Agamic prescriptions are accurately 





1 KIK.84 p.161; KLA.19.190-193a; PRA.16.46-47;, SAA.60.74b-76; VAI.60 p.204; 
VAK.59 p.301. 

> The image of Kaliyamardana holding a ball of butter in the right hand is hardly 
traceable. The depiction of Krsna with butter in his hand expresses his sportive 
way of controlling even the huge serpent which afflicted, with his poisonous 
breath, every being around the river Yamuna. 

3 Ratan Parimoo, ‘Kaliya Mardana Krishna Images from South India’, Srinidhih 
Perspectives in Indian Archaeology, Art and Culture, p.155. : 
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applicable only for the images to be installed in the temples for worship but 
not for the ones for exhibition. Moreover, the Vaikhanasa treatises state 
that any form of Krsna may be represented as per the episodes in his life. 


A representation of Kaliyamardana is the small bas-relief in the 
Pundarikaksa Perumal temple at Tiruvellarai near Trichy belonging to the 
period of Nandivarman Pallavamalla II (c. 732-796 AD), the contemporary 
of Tirumankai Alvar. 


One more Kaliya-mardana figure is identified by Ratan parimoo in 
the rock-cut Krsna mandapa rock-cut cave at Mamallapuram. In the early 
form, Kaliya-ardana figure alone was in currency. One can find this theme, 
almost same as the plastic art form, at Ellora (Plate XLII-c) and Kharusa 
(Plate XLII-d) where Krsna is depicted subjugating Kaliya. 


The same theme but with the benign (anugraha) concept is 
differently presented in the Kailasanatha temple at Kanchipuram which is 
unique (Plate XLII-b). Here, the next step after subjugation is depicted. 
The figure of Krsna, decorated with a long kirita-makuta, is eight-armed. 
Multi-hooded snake is present on the left below and Kaliya in human form 
stands immeidately next to the snake, with humble attitude placing his 
right hand near his mouth and keeping the left hand across his chest. 
Krsna’s one left hand is raised up with open palm as abhaya-hasta; one left 
hand rests on Kaliya’s shoulder; the upper most left hand holds sankha and 
the lower most left hand runs behind Kaliya and it is placed on the other 
shoulder of Kaliya. The right hands of Krsna are somehow compressed in 
the niche due to lack of space, for probably, the left side of the panel is 
subject matter of the scene. The posture of the figure in supplication 
appears to be same as the one found in the Garudantika Visnu; however, 
the panel here is a unique one. The five-hooded snake occupying a 
prominent place in this panel (almost to the height of hip of the main 
figure) is five-headed but four heads alone could be shown in such relief 
sculptures. In case the panel is to be taken as Garudantika Visnu, who 
forced Garuda to adorn his body with the snake Sumukha, the snake must 
be three-headed as prescribed in Vaikhanasa works. Champakalakshmi' 
identifies this panel as the churning of milky ocean, probably on the basis 
of presence of multi-hooded snake in the lower part of the panel. However, 
there is no basis for the same on account of absence of any other features 
to so conclude. 


A four-armed Kaliyamardana (Plate XLII-c) is found at Ellora 
which is unique in its features. Krsna stands firmly on his right leg whereas 
his left leg in ardhvajanu pose is placed on the chest of Kaliya turned 


' Champakalakshmi, op. cit., p.168. 
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upwards. Kaliya’s figure is human above the waist and adorned with snake 
hood. His serpentine lower part of the body raised up is held with Krsna’s 
lower right hand and his lower left hand is placed on the raised knee. 
Krsna’s upper left hand holds sankha whereas his upper right hand is raised 
to the level of his kirita-top as in uddesya-hasta suggesting his victory over 
Kaliya. 

The samhdra aspect of Krsna subjugating Kaliya cannot be installed 
and consecrated in the temples. Therefore, it enabled to adopt the image of 
the next step in the Kaliya — Krsna episode i.e. Kaliya-anugraha which is 
obviously Krsna’s dance on Kaliya. The Kaliyanartana images, though not 
in stone or any of the dhruva forms in the early stage, can be traced right 
from the time of the late Pallava rulers. 


A beautiful metal image of Kaliyanartana (Plate XLIII-a), probably 
the earliest, found in Vaikunthavasa Perumal temple (c. 885-903 AD) at 
Nemili near Tiruttani (Kanchipuram district, Tamil Nadu) is noteworthy 
for its beauty and workmanship. The image measures about 1% foot. Krsna 
is depicted standing on his left leg on the hood of KaAliya and lifting up his 
right leg as urdhvajanu pose. The right hand bears abhaya-mudra and left 
hand holds the tail of Kaliya. Within the hoods, KaAliya is represented with 
human form above the waist clasping his hands in afijali-mudra. This 
temple belonging to the period of the Pallava ruler Nrpatungavarman is 
noteworthy for the image of Bhogasana Visnu as well as Vira-sthanaka 
Visnu with gada in the lower left hand, a feature which is very common in 
Pajficaratra system. 


An interesting Kaliyamardana image is found in cave No.II at 
Mogalrajapuram near Vijayawada in Andhra Pradesh. The figure on the 
eastern screen pilaster is on the saduram (square medallion) representing 
Kaliya’s tail and hood. Krsna’s left hand bears kataka-mudra and his right 
arm is danda-hasta parallel to the side of the body. This is a typical 
depiction of Kaliyamardana, observes K.V. Soundara Rajan.' 


Another image of Kaliyanartana (Plate XLIII-b) in N.Y. Sastri 
Collection at Adyar (Chennai) resembles the above but is of larger size (59 
cms).” The same type of Krsna’s image is found also in Kappalur (c. i? 
century AD). 


The metal images of Kaliyamardana with abhaya or pataka gesture 
are found normally everywhere. However, the image holding butterball in 
the right hand is not so far noticed. 


1 K.V. Soundara Rajan, op. cit., p.251. 
? Tilustrated in South Indian Bronzes, fig. 44b. 
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A beautiful representation of Kaliyanartana (11 century AD) is in 
a bas-relief on the cast wall of the central shrine just above the panel of 
Narasimha in Simhachalam temple (Andhra Pradesh).' This could have 
been the earliest representation of Kaliyanartana where Kaliya is 
accompanied with his two consorts who are in anthropomorphic form 
crested with serpent-hood. 


An image of  Kaliyanartana (15" century AD) at 
Sundaraperumalkoyil’ (Tanjavur district) is noteworthy for the position of 
the serpent Kaliya. The five-headed serpent-hood is turned upwards and 
the human torso of anthropomorphic form of Kaliya against the hoods also 
remains turned upwards. His hands are clasped in mastiska- anjali’ rather 
than hrdaya-afjali found in early representations. Krsna is depicted 
dancing on the lower part of torso of Kaliya and not standing on the hood 
of the serpent. Even the anthropomorphic form of Kaliya is 
proportionately bigger than that found in the earlier sculptures. 


Nowhere in South Indian temples, right from the early period, the 
dhruva-bera of Kaliyamardana as a major one is installed in a separate 
shrine. In a place named Uttukkadu (late medieval) near Tanjore in Tamil 
Nadu, the processional image of Kaliyanartana (Plate XLIII-c), 
accompanied with Rukmini and Satyabhama, is in the main sanctum 
sanctorum but the dhruvabera is four-armed Visnu as Vasudeva, consorted 
with Sridevi and Bhiidevi as per the unwritten rule that the dhruva or 
kautuka must be of uttama daSa-tala measure. The image of Kaliyamardana 
here is the tallest of all such so far noticed. 


Santanakrsna 

The image of Santana-krsna‘ depicts Krsna sitting on his mount 
Garuda. This four-armed one holds cakra and Sarikha in the back arms and 
plays a flute with the front ones joyously. He has the complexion like blue 
lily and is dressed in yellow garments in addition to all sorts of ornaments. 





'K. Sundaram, op. cit., p.189 (fig.26). 

? Illustrated in South Indian Bronzes, fig. 83b. 

> The afijali-mudra over the head is called mastiskafijali. It is hrdayafijali in case the 
same is close to the chest. 

* PRA.16.48-50. 

The text does not mention the name of this image. However, the purpose of this is 
santana (child) expressed by the word ‘santanarthi’. Hence, it must be Santana- 
krsna or Santana-gopala. In the temples of south part of Tamil Nadu, an image of 
infant Krsna similar to Vatapatrasayi but without the banyan leaf is installed. This 
image is placed on the lap of women desirous of child, after certain 1 special 
worship. This image is practically called Santanagopala. 
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He is accompanied with his two consorts and the sages around. The 
installation of this image is meant for progeny. 


If the image of Krsna is depicted on Garuda, the position of his 
consorts remains unsolved. They cannot be placed on his lap or thighs as 
his lower hands are engaged in playing the flute. Therefore, there is no 
possibility of holding the consorts in embrace. If they are depicted standing 
lower down the level of Garuda, their status as the consorts on the same 
seat is not possible. Thus, bhoga type is not possible. In the circumstances, 
the question arises as to how the installation of this image can be beneficial 
to obtain a child. One may safely conclude that the worship of Krsna 
consorted with Rukmini and Satyabhama is very essential to serve the 
purpose of installation and worship of this image. 


Venunadanata 

The episode of Krsna as Venugop§ala is referred right from the 
period of the Tamil work Cilappatikaram of early centuries of Christian 
era. Periyalvar, one of the Vaisnava saints (Alvars), describes this form and 
the charming musical note of the flute of Krsna. 


The image of Venunadanata’ is in tribhanga dancing posture with 
the right leg raised up and placed across the left one that is planted firmly 
on the ground, obviously in svastika pose. Of the four arms, the back pair 
holds cakra and Sankha. Krsna holds in the front hands a flute that is itself 
the visual form of Vedas. His fingers are placed on the holes of the flute 
playing the divine music. The cowherds, their women and the cows must 
accompany this beautiful and blissful form. 


The panel on the southern wall in Ramanuja mandapa (c. 672-700 
AD) at Mamallapuram had been completely chiseled off. From the faint 
indications, K.R. Srinivasan” infers it to be of Durga. However, it appears 
to be Krsna of Venunadanata. In that case, it must be the earliest 
representation of Venugop4la. The image of Venunadanata or Venugopala 
both in stone and metal are found right from the period of tenth century 
AD but in later times with two, four or eight hands. 


A beautiful image of Venugopala, with svastika fashion of stance 
and consorted with Rukmini and Satyabhama (c. 10"-11" century AD) 
found at Chimakurti is notable for its simple but typical ornamentation.’ 
All of them have the hairstyle of baddha-kuntala but knotted at the back of 


‘ ee PRA.16.57b-60; VAI.60 p.204; VAK (V).59 p.364. 

* K.R. Srinivasan, op. cit., p.178n. 
3 Sivaramamurti, South Indian Bronzes, p.69 (fig.4a—b). These images gf Eastern 
Calukyas are housed in Government Museum, Chennai. 
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the head rather than sideward or above. This is an Aumusial hairstyle 
noticed in the sculpture. 


A beautiful image of Venugopala (12 century AD) in 
Adijagannathasvami temple, Tiruppullani (Ramanathapuram district)’ i 
remarkable for the svastika (cross-legged) standing posture. Normally, the 
right leg remains across in front side of the left one firmly planted on the 
pedestal. However, in this image, the right leg is at the back of the left. 


Another image of Venugopala’ (12™ century AD) in tribhanga 
style at Nagapattinam (Tanjavur district) is noteworthy for the posture. 
This is one of the rare images of Venugopala without svastika (cross- 
legged) stance but in ardhavaitastika mode. Moreover, the image is two 
armed in the attitude of playing the flute. 


Gopala 

In the form of Gopala,” Krsna is depicted with sportive staff (krida- 
yasti) in his hand. Besides his usual attire, he is accompanied with a 
cowherd called Sundara as his immediate attendant. He is two-armed and 
he carries flowers. He is the Saisika (recipient of remnants). 
Rajagopala 

The image of Rajagopala* must be well decorated with the 
ornaments suitable for a royal person. He holds a staff comprised of 
flowers in his right hand. His left hand is placed on top of rajadanda’ - (staff 
of king) that is placed vertically with its base supported on the ground. 


Jnanagopala 

The figure of Jidnagopala® is depicted sitting in sukhdsana posture 
with smiling face. In this one clad with yellow garments, his right hand 
bears jnana-mudra and his left one holds a flute. The image, devoid of the 
consorts, must be accompanied with the sages in the worshipping attitude. 


Balagopala 

The figure of Balagopala,’ to be fashioned in #ri-tala measure, must 
be depicted in the crawling posture of a baby. His left knee is folded and 
raised up so that the sole of his foot remains firmly on the pedestal. His 
right leg is stretched out behind with a slight bend at knee supported on the 


‘ Tilustrated in South Indian Bronzes (fig.92a). 

? Illustrated in South Indian Bronzes (fig.73a). 

* KRA.11.123b-126a. 

“ PRA.16.70-71. 

° The king holds in his hand a staff /rod which is the symbol ofdharma. 
° PRA.16.72-73. 

7 Ibid., 16.83-85. 


CHAPTER V: FORMS OF VISNU 265 


ground. His left hand is placed on the ground as a support to the frontal 
part. He holds a ball of butter in his other hand. His face must be shown 
with an expression of eager glance on the butter (Plate XXXIX-b). 


The metal image of this form is common in the temples where it is 
placed in the cradle on the request of the devotees desirous of getting child. 
There is a custom prevalent in that the image of this Krsna made of silver 
or gold is offered to the newly wedded couple during the time of marriage, 
implying that the couple should get soon a good child like Krsna. 


Sammohana-gopala 

Sammohana-gopala,' of golden hue and stout physique, yields 
refuge/immortality to the yogins. In this eight-armed auspicious divine 
form, Krsna is depicted embraced by Rama. He holds iksu-capa (sugarcane 
bow), arikusa, venu (flute), sankha, cakra and sumasdyaka (arrow of 
flowers). He is bedecked with all sorts of ornaments. One of his hands, 
remaining around Rama on her back, must be in dlingana pose. 


Sarvamohana 

In the great form Sarvamohana, Krsna is depicted with the 
radiance of thousands of suns as if he is in the middle of stiryamandala. He 
is clothed in yellow garments and is decked with all varieties of ornaments. 
Out of his eight hands, the front most pair holds a flute near his mouth in 
the playing stance. The attributes sankha, cakra, gadd, padma, pasa and 
ankuSa are held in other hands.’ , 


A panel of figures is found at the base of one of the pillars in the 
Kallapiran temple at Srivaikuntham (Tirunelveli district). In this, Krsna is 
shown with eight hands. The front most pair holds a flute in playing 
attitude and other hands hold the attributes. Krsna is accompanied with 
four female figures, probably the cowherd women (gopis), on both the 
sides. 


Trailokya-mohana / Jaganmohana 

The image of Trailokyamohana Krsna’ must be depicted sitting on 
the golden simhasana with an umbrella resplendent like the full moon. Out 
of the four hands, aksamala and a book are held in the back pair and the 
front ones hold a flute placed near his smiling reddish lips. In this form, in 
addition to the mark of Srivatsa, he appears handsome in the attire of 


* [bid., 16.74-76a. 

* Tbid., 16.90b-92. 

3 The text details only seven hands. Therefore, the eighth me must be in embrace 
placed either on her shoulder or her waist but at the backside. 

* The photo is reproduced in Champakalakshmi, op. cit., fig.68. 

° PRA.16.51-57a. 
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young women. His complexion is like the kaldpa flower and his face is 
beautiful like the full moon. His crest is decorated with peacock’s feather 
besides his usual ornaments. He has around him a halo with the brightness 
of the moon. Sri, of bright radiant complexion, is on his left in sitting 
posture.’ She holds a lotus and is gazing at the feet of Krsna. The images of 
Indra and other deities are set up around. The sages like Narada are shown 
in worshipping attitude seeking knowledge. Installation of this image is apt 
for ones desiring knowledge. 


Govardhanadhara 

The form of Govardhanadhara’ reminds us one of the miraculous 
feats of Krsna. In order to save the cattle and cowherds, Krsna lifted up the 
hill Govardhana as an umbrella. In this form, he holds the hill on his 
uplifted left hand and his right one is placed on the hip. Alternatively, it 
may hold a lotus. In the four-armed image, the regular attributes cakra and 
Sankha are held in the back pair. 


We do not come across any image of Govardhanadhara, either in 
stone or metal, installed in the sanctum sanctorum as dhruva or any other 
type of icons. However, one can find the same in bas-reliefs and pillars in 
the temples. 


The earliest and the best representation of Govardhanadhara is the 
huge rock-cut relief in the Krsna mandapa (c. 672-700 AD) in 
Mamallapuram. Krsna is depicted in tribhanga posture holding up the hill 
on his left hand and placing his right hand on his waist. The cows and 
cowherds are shown under the mountain along with Balarama (Plate XL). 


Another image of Govardhanadhara is found in one of the niches in 
Vaikunthaperumal temple (c. 732-796 AD) at Kanchipuram. Krsna is 
shown standing on his right leg and his left leg remains slightly lifted up. 
His left hand holds the hill Govardhana and his right hand is in 
katyavalambita pose. No accompanying figure is found (Plate XLI-b). One 
more two-armed Govardhanadhara is found in Mahadeva cave at Kharusa 
(Plate XLI-d). An eight-armed panel (Plate XLI-a) in cave No.XV at 
Ellora and four-armed panel (Plate XLI-b) in the southen corridor of 
Kaildsa at Ellora are noteworthy for the style and expression. 


! The text does not indicate the exact posture of Sridevi. This is unusual to have 
Sridevi on the left side of the middle figure. One can safely take her to be in 
standing posture. 

* PRA.16.76b-79a. y 
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Vatapatra-Sayana 

At the end of cosmic dissolution, the Lord Visnu absorbs all the 
worlds within Him and reclines on the banyan leaf (vata-patra).' It seems 
this dissolution takes place at the end of every (catur-) yuga.” This episode 
is exhibited in the form of Vatapatra-sayana. 


In this figure,’ the well-adorned baby form is shown lying down on 
the banyan leaf. His right leg is playfully drawn by his left hand inserting 
the great toe of the right leg in his mouth. His right hand is placed 
supportively below his right thigh in order to bring the toe nearer his 
mouth at ease. His left leg is stretched out. The broad banyan leaf must 
have its edge downwards. 


This form as well as the episode does not seem to be directly 
connected with the life of Krsna. The Purana literature mentions this 
episode as revealed by Krsna. Moreover, among the incarnations and other 
forms of Visnu, it is this incarnation alone that gives importance to the 
infant form. This could have been the plausible reason which led the 
authors of Vaikhdnasa treatises and sculptors and iconographers to include 
this figure among the images of Krsna. Hence, the mantra’ invoking Krsna 
includes the epithet ‘Vatapatrasayin’. 


A sealing from Ahichchatra (c. 5" century AD) contains a legend 
mentioning Vatasvami’ which is indeed Vatapatrasayi-Krsna and this must 
be earliest evidence of the temple dedicated to Vatapatrasayana form of 
Visnu. However, the image of Vatapatrasayana is not housed in any 
temples as dhruva image but on the pillars. The temple at Srivilliputtur, the 
birthplace of Periyalvar and Goda, is named and dedicated to 
Vatapatrasayin. However, the dhruva icon remains reclining on the couch 
of Ananta. This is because the dhruva image must be fashioned in uttama 
daSa-tala whereas the image of Krsna lying on the banyan leaf can be only 
in tri-tala measurement. This is undoubtedly the influence of the hymns of 
Vaisnava saints (Alvars) belonging to the period prior to that of 
Vaikhanasa treatises stating “One who remained reclining on the banyan 
leaf is now reclining on the serpent’s couch at Srirangam”. 


Small-sized relief sculptures of Vatapatrasayin are found in the 
Kodandarama temple at Madhurantakam and Nagesvarasvami temple at 
Kumbakonam, both belonging to Chola period. Another figure in bronze is 


1 Thid., 86-90a. 

2 §AA.61.98a. 

3 PRA.16.86-90a. 

4 KJK.83 p.161. 

° P. Banerjee, op. cit., p.70. 
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found in Ranganatha temple in Kilaiyur in Tanjavur district. The child is 
shown here lying on a leaf of banyan with a canopy of snake-hoods over 
the head of the lying figure. The baby holds the right leg towards the 
mouth.’ 


An image of Krsna with the description of Vatapatrasayana but 
without banyan leaf is found in the Jagannathasvami temple at 
Tiruppullani near Ramesvaram. The baby is depicted rarely seated on the 
coils of serpent that serves the purpose of canopy over the head. The child, 
with udbaddha-kuntala hairstyle and beauty, holds the right leg in the 
attitude of sucking the big toe. This type of Krsna is common in some 
temples as Santana-Krsna. 


Parthasarathi 

The figure of Parthasarathi? indicates Krsna’s role as a charioteer 
in the war of Mahabharata. In this, the image of Partha is set on the chariot. 
He holds his unique bow Gdandiva alongwith the arrows and quiver 
(tinira). He wears kirita, angada and other ornaments. His eyes gaze at 
Krsna seated near him. Krsna, of dark complexion, has the hairstyle of 
udbaddha-kuntala. He holds Sankha in his left hand and pasa in the right 
one. Alternatively, his right hand may bear vyakhydna-mudrda. His face 
must be depicted looking at Arjuna with smile and joy. The chariot has the 
banner with the emblem of monkey. 


This form, the most important in philosophy, had been a 
remarkable one right from the period of Mahabharata and is casually 
referred to by the Alvars. The role of Krsna as the charioteer to Arjuna is 
referred to by the Alvars and other dcaryas as one of the example for the 
easy-access (saulabhya) of the Supreme One. However, the representation 
in plastic or paint form is hardly traceable as the image of worship in the 
shrines. Tirumankai Alvar,’ while praising the deity at Tiruvallikkeni (in 
Chennai in Tamil Nadu), states that the Lord who remained as a charioteer 
in the chariot of Arjuna resides at Tiruvallikkeni. In this temple belonging 
to the period earlier to Tirumankai Alvar, the two-armed main deity called 
as ‘Parthasarathi’ is in standing stance holding sarkha in his right hand at 
his chest level and with his left hand as varada-hasta. The deity is 
accompanied with the icons of Rukmini, Satyaki, Balarama, Aniruddha but 
without Arjuna. The group tallies with the description of Manusa-vasudeva 
as described in the Vaikhanasa works. 


‘ Champakalakshmi, op. cit., p.140. 
2 PRA.16.79b-82; SAA.60.77-80a; VAI.60 p.204. 
3 Periya Tirumoli, 2.3.1. 
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An image at Paunar (Maharashtra), ascribable to 5" century AD, 
appears to be probably the only earliest representation of Parthasarathi. 
The chariot with big wheel and a figure seated in the place of sarathi 
(charioteer) are alone available though the charioteer is not as described in 
the texts (Plate XLHI-d). 


The main feature of Parthasarathi is instruction of Krsna to Arjuna 
who are Nara and Narayana. The murti-mantras of Nara i.e. ‘naram 
partham gudakesam svetavahanam’ and of Narayana i.e. ‘narayanam 
krsnam saurim bhaktavatsalam’: confirm that Nara and Narayana are 
identical with Arjuna and Krsna respectively and also the concept of 
Parthasarathi. This could have been one of the reasons for prescription and 
representation in plastic art form as a remarkable panel in the Dasavatara 
temple at Deogarh. 


One can find in the Vaikhdnasa works the prescription of the 
installation of Nara and Narayana, both in the standing posture, on the 
southern side of the aisle (alindra) on the middle floor in the three-tiered 
structure meant for the installation of Navamarti.” This rule is faithfully 
followed in Sundaravarada Perumal temple at Uttaramerur (Kanchipuram 
district, Tamil Nadu). However, here both Nara and Narayana are depicted 
in seated posture facing south. 


Another panel of Nara and Narayana, chronologically earlier to 
Uttaramerur is found on the external wall of the main sanctorum of 
Vaikuntha Perumal temple at Kanchipuram. There are two figures in 
standing stance of samabhanga style. Marici insists upon the standing 
posture of these two figures. The panel, like other panels in the.temple, had 
been subject to deformation and corrosion due to weather and time. 
Moreover, due to the stucco plaster applied during renovation, the sharp 
features cannot be fully realized. The two-armed figure on the right side 
with the height equal to the eye-level (netranta) of another figure must be 
of Nara. His right hand is in katyavalambita pose whereas his right hand is 
probably kataka-hasta. The figure on the left side is supposed to be 
Narayana. Both of his lower hands appear to be kataka-hasta and his other 
left hand is in katyavalambita pose. The presence of sankha above the 
shoulder of Narayana suggests the presence of the upper right hand there. 
However, it is not clear why only sarikha alone is shown here though both 
cakra and sankha are considered to be sahaja-ayudhas of Visnu. Probably, 
as in the main image of Parthasarathi temple at Tiruvallikkeni, Sankha is 


' VAK.44 p.299, 
* Ibid., 36 p.249. 
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the only attribute applicable to Narayana in the form of Krsna in the 
battlefield where this pair served the purpose of the incarnation of Krsna. 


Caturbhuja-krsna 

Catrubhuja Krsna’ has the features of Krsna but with four hands. 
The back arms hold cakra and sarkha. He is depicted playing a flute 
holding in his front hands. All other characteristics are same. 


It is doubtful whether dhruva icon of Venugopala is found in the 
sanctum sanctorum of any temple though such image started appearing in 
the relief sculptures and metal and stone right from the period of Cholas 
and Hoysalas, as observed by R. Champakalakshmi.” 


Right from the period of the Pallavas, Krsna’s images had been 
created on the vimana and walls of the Siva temples also. A relief sculpture 
Kaliyamardana is found on the middle tier of the roof (vimana) of the 
monolithic temple viz. Dharmarajaratha, supposed to be the shrine of Siva, 
at Mamallapuram (c. 672-700 AD)’ and also in the niche (western side) on 
the second tala of the superstructure (vimana) in Vachisvaram temple (c. 
1012-1044 AD) at Tiruppasur (near Chennai). In the same temple, a 
sculpture of Govardhanadhara is noticed on the second row of hara over 
the first tala on the western side.” 


Buddha 

Among the treatises of Vaikhanasa system, Vasadhikara® alone 
includes Buddha as one of the forms of Visnu. This could have been 
probably the influence of Nammalvar (Sathakopa), one of the ten Vaisnava 
saints collectively known as Alvadrs, who refers to Buddha, in his hymnal 
work viz. Tiruvaymoli,’ as one of the forms of Visnu. The’ earliest 
inscription found over the niche to the south of the shrine-entrance of 
Paramesvara Mahavaraha Visnu-grha (Adivaraha cave temple)® at 
Mamallapuram indicates that Buddha had been included as the member of 
the Hindu pantheon at least by the time of the Pallava ruler 
Paramesvaravarman I (c. 672-700 A.D). 


It is very interesting to note that the kautuka icon of incarnations of 
Visnu is made in uttama dasa-tala resembling the form of four-armed 


' KRA.11.128; SAA.60.81a. 

? Champakalakshmi, op. cit., p.145. 

3 The photo is reproduced in Ratan Parimoo, op. cit. (fig.38). 
4§.R. Balasubrahmanyam, Middle Chola Temples, p.297. 

° Ibid., p.297. 

° VAS.21.60b-64 

’ Tiruvaymoli.5.10.4. 

* SIL_XII.No.116. 
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Visnu. However, in case of Buddha, it is not applicable. It clearly indicates 
that the author of Vasadhikara i.e. Bhrgu accommodates Buddha into 
Vaikhanasa system but without harming the Buddhist philosophy and 
practices prevalent in South India right from the time of Asoka.’ 


Buddha’s image, without consort, must be fashioned in madhyama 
dasa-tala measure with two arms. His head must be adorned with kuntala 
over the head which is indeed udbaddha-kuntala style of hair-lock but 
without crown (makuta). In the image depicted sitting in svastika-asana, his 
left hand must be placed on the seat’ his right hand bearing jidna-mudra 
remains very close to the chest. With the complexion of rakta-candana (red 
sandal), he must be adorned with an upper garment (uttara-acchadana) 
covering the upper part. The kautuka image should resemble the dhruva 
image. 


A rare but beautiful image of Buddha is traceable on the external 
wall of the sanctum of the Vaikuntha Perumal temple at Kanchipuram 
(Plate XLIV-b). The image almost resembles the figure of Buddha found 
in the caves of the Deccan and Kanheri (Mumbai). Though the image, like 
other figures in the temple, is partly corroded, almost all features are intact. 
In this two-armed image, the right hand is d@na-hasta and the left one holds 
a danda of which only the lower part is visible. The head is not adorned 
with any type of kirita or a jata-makuta applicable for the figure of the 
sages but a short udbaddha-kuntala, unique for the figure of Buddha, 
however, curly hairs have already corroded due to weather and the 
material of the figure i.e. sandstone. The hair-line (kesanta) is well visible 
in front (agra) and sides (parsva). Even the style of the robe clinging to the 
body is same as in the figures of Buddha as well as the metal image of 
Pallavas found at Nagappattinam (Tamil Nadu). A large circular nimbus is 
behind his head. There appears on the right a figure which is of the height 
reaching upto the level of breast-line (standnta) of Buddha. 





1 The Tamil works ‘Manimekala? and ‘Cilappatikaram’ ascribed to the early 
centuries of Christian era are the best evidences for the prevalence of Buddhism in 
South India especially in Tamil Nadu. It is very interesting to note that these works 
based on the Buddhist ideology accommodate Vaisnava concepts and incarnations 
of Visnu in several places. 

2 The term ‘pani’ generally means the part of the fingers excluding the palm. In 
such depiction, the phrase ‘asanasya upari sthitah’ must be taken to mean that the 
fingers remain above the seat but not on the seat. Hence, it is possible to take this 
to be bhiisparsa-mudra or bhiimisparsa-mudra generally found in the images of 
Buddha. In this, the palm of the hand turned inward is placed on the knee and the 
fingers remain loose touching the seat. 7 
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As the figure of Vamana is also depicted with almost all these 


features, one may take this figure to be of Vamana. However, following 
comparative points clarify the doubts: 


i 


Two figures of Vamana are depicted in the two panels in the temple 
itself but not individually, for the Vaikhdnasa authors do not allow 
independent image of Vamana and which is also followed at 
Mamallapuram, Namakkal and in the caves of Deccan. 


Tala system is an important factor in this regard. The figure of 
Vamana should be in pajfica-tala in which the portion of the body 
below the medhra-siitra is shorter resulting in short and stout legs as 
we find in the figures of Vamana, Gajanana and bhita-gana. The 
figure under study as Buddha is in almost madhyama daSa-tala and 
the two portions of the body above and below the medhra-sitra are 
equal, the aspect which is applicable for the figures fashioned in ten 
to seven talas. 


The size and height of the figure supposed to be of Buddha is same 
to all other images found in the panels on the external wall of the 
sanctum sanctorum of this temple. 


Buddha had by this time been included in the stereotyped vibhava 
(avatara) forms of Visnu which is confirmed with the hymn of the 
Vaisnava hymnist viz. Nammalvar' and also the earliest inscription 
found in Paramesvara Mahdvardha Visnugrha (Adivaraha cave 
temple) at Mamallapuram of the last quarter of 7 century AD, 
ascribed to the Pallava ruler. It is interesting to note that the list of 
ten avataras includes Buddha but excludes Krsna. 


Inclusion of Buddha in plastic art form is, probably for the first time, 
also noticed in rock-cut Anantasayi panel in a small shrine on the 
Bhitanatha temple at Badami where Buddha is depicted in sitting 
posture alongwith all incarnate forms of Visnu (c. 875-900 AD). 


Atri prescribes a separate temple and festival of Buddha which 


includes unfurling of his banner (dhvajarohana)’ and this informs us about 
the status of Buddha’s worship during the period of Vaikhanasa Agamas. 
However, no detail is available in these treatises excepting Vasadhikara. 
One can find some beautiful Buddha images in South India also in metal 
right from the period of the Pallavas. However, no temple is yet noticed 


' Tiruvaymoli, 5.10.4. 
* K.V. Soundara Rajan, op. cit., p.244. 
* SAA.79.2-3. 
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except a Buddhist vihadra at Nagappatinam from where the Vaisnava saint 
Tirumankai Alvar is said to have taken away the golden image of Buddha. 


Kalki 
Kalki is the tenth form in the stereotyped incarnations of Visnu. 
This will be at the end of the yuga for the purpose of destruction of the 
wicked ones, mlecchas and the ones puffed with pride.’ Tirumankai Alvar 
who describes the Lord of Mamallapuram as ‘sugarcane of Katalmallai” 
perceives the same Lord as ‘Kalki’ mounted on the swift horse.” 


Kalki’s icon must be fashioned in madhyama daSa-tala.’ His 
complexion is of §uddha-sphatika’ (pure crystal) or bhinndfijana and is 
clothed in red. He has the head of the horse and the rest of the body is 
human. His dyudhas (weapons) are cakra, Sankha, khadga (sword) and 
khetaka (shield) in four-armed form in order, obviously on the upper right 
and left hands as well as the lower ones; in two-armed form, his a@yudhas 
are khadga and khetaka. He, ready with radiant kavaca (armour), has 
ferocious and frightening appearance and is mounted on red horse. The 
kautuka image of Kalki must be of four-armed Visnu alone. 


Kalki’s image must be installed in the structures viz. Mayurakara, 
Kiarmakara, Bhitakara, Kitakara, Gopurdkdara and Parvatakara, in order 
to destroy the cluster of sins and to revenge the insult.° In the sanctum 
meant for the installation of the icons of all ten avatara forms, Kalki’s 
image can be set up on the eastern side of the one-twelfth part next to 
northeast direction ic. next to the entrance of the garbhagrha of 
Brhadvrtta-vimaéna.’ 


There is no trace of any individual temple for Kalki, probably on 
the same principle of Vaikhanasa texts that the destructive forms are not 
worth for installation in the middle of grama, nagara, etc., but as one of the 
forms fit to be in the kosthas (niches) in the temples. 





1 KJK.85 p.162; KRA.11.130; PRA.16.102b; SAA.61.97. Khiladhikara, which details 
many minor forms, is silent about this form. 
* Periya Tirumoli.7.1.4: katanmallaikkitanta karumpe 
3 Ibid., 2.5.3: katumparimel karkiyai naén kantukonten 
katipolilciil katanmallait talacayanatte 
4 KJK37 p.68; KRA.11.130b-131a; PRA.16.104-106, SAA.61.97a; VAI.60 p.204; 
VAK.59 p.382; VAS.21.52b-54. 
5 According to Prakirnadhikara, this colour is applicable to the two-armed image 
of Kalki. 
® KIK.37 p.69; 85 p.162; PRA.16.103. 
1 KIK37 p68. 
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A panel on the north side of the external wall of the sanctum 
sanctorum in Vaikuntha Perumal temple at Kanchipuram is noteworthy 
(Plate XLIV-a). Here the main figure with the human form with the head 
of horse. He is four-armed holding cakra and sankha on the upper right 
and left hands respectively. The lower right hand appears to be kataka- 
hasta closed to the chest. The lower left hand is in katyavalambita pose. 
There appear four figures above Kalki. Three figures are seen in front of 
the main figure. Champakalakshmi’ suggests it to be the image of 
Hayagriva form of Visnu based on the figure with horse-head. However, 
the following points confirm this image to be of Kalki: 


1. The theme of Hayagriva is not an important one in the Vaikhdnasa 
treatises but is of Pdafcaratra literature and this theme has 
developed more only after about 10" century AD. 


2. The form of Hayagriva in Vaikhanasa works is only for the purpose 
of invocation around the pedestal of Kautuka-bera during the 
rituals, as sub-ordinate one but not as a main deity. 


3. The image mentioned above is represented in proper sequence of 
the forms of avatdra (incarnation) forms of Visnu. 


4. Inthe systematic representations of the images, the cxtcrnal wall of 
the garbha-grha on the ground floor contains the forms of Visnu, all 
in the soft-natured (sattvika) forms therefore, even Narasimha is 
depicted as Kevala-narasimha. The external wall of the middle 
floor contains the forms of Visnu almost all of them being in 
ferocious or destructive (samhara) attitudes such as Hiranyavadha 
Narasimha, Kamsamardana, combat with Canira, and 
Gajedramoksa which includes the destruction of graha (crocodile or 
any seizing creature) though some other figures like Anantasayana 
are also included here. 


5. Therefore, the ferocious form of Kalki is not depicted on the 
external wall of the ground floor wall. Moreover, one of the 
purposes of the incarnation of Kalki i.e. dharma-paripdlana. So, the 
four figures above may be taken as four Vedas and three figures in 
front of the main image may be taken as three Purusarthas viz. 
dharma, artha and kama. 


With these above supporting points, one can safely conclude that 
the panel represents the tenth incarnate form of Visnu viz. Kalki. If so, it 
must be the earliest representation in plastic art form in India. The view of 
Khiladhikara that the image of Hayagriva in sukhdsana posture may be set 


‘ Champakalakshmi, op. cit., p.164-165, 
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up on the northern side of gala or kantha part of vimana (superstructure)’ 
above the garbha-grha of the main shrine may be the influence of 
Pajficaratra system which also existed side by side and influenced the 
iconography of Visnu. 


Minor forms of Visnu 

In addition to the ten major stereotyped incarnate forms of Visnu, a 
number of minor forms are also found in the Vaikhanasa texts. These 
forms are mainly meant for the purpose of meditation and invocation at 
the time of the daily rituals and worship. Therefore, most of them are not 
represented in the plastic art form. Some of the forms, generally classified 
as dvirbhava-avatara and amSa-avatara, can be represented in panels and 
kosthas (niches) on the walls and on the vimdna (superstructure) of the 
temples. Some of the forms, slightly modified according to the 
rules/injunctions of the installation, are set up in the sanctum sanctorum, 
either in individual shrines (svatantra-alaya) or sub-shrines (@sraya-dlaya or 
anga-dlaya) within the premises of the main temple. However, installation 
of such representations became prominent almost by twelfth century AD 
especially in late medieval period right from the time of Vijayanagara 
rulers. 


In the first avarana (circle) around Visnu,” either in the form of 
image or invoked in the pradhana-kumbha (main pitcher), Purusa, Satya, 
Acyuta and Aniruddha are invoked in small pitchers (parivara-kalalsa) on 
the main directions starting from east. Similarly, the four forms of Visnu 
are invoked on four corners in the first dvarana starting from south-east. 
They are Kapila, Yajiia, Narayana and Punya. In the second davarana, 
Varaha, Narasirnha, Vamana and Trivikrama are invoked starting from the 
east whereas Subhadra, Isitatman, Sarvodvaha and Sarvavidyesvara are 
invoked on the corners starting from south-east. Marici states that all these 
have the same iconographical features of Visnu besides whatever detailed 
in the texts. Around the pedestal of Karmarca-bera, Sarva, Hayanana, 
Sukhavaha, Ramadeva, Suvaha, Punya and Uvaha are invoked and all of 
them have the characteristics of Visnu. 


In this way, we come across fifteen minor forms of Visnu in 
addition to the other forms viz. Adimirti, Trailokyamohana 
(Gajendramoksana), Harisankara (Hari-hara), Suryamandalasthamirti and 
Ksirarnavamirti. 


1 KRAS AS. 
2 PRA.25.65b-66a; VAK.20 p.103-106. 
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Kapila 

Kapila,’ invoked on the southeast, has beautiful appearance and 
faces the east. He has Sveta (white) or accha (crystal) complexion and is 
clothed in red and he is adorned with makuta and all sorts of ornaments. 
This eight-armed one is accompanied with Gayatri and Savitri. On the right 
side, one of the hands, probably the lowest one, is in abhaya-mudra and 
others holding the attributes cakra, asi (sword) and hala (plough). One of 
the left hands, most probably the lowest one, is in katyavalambita pose and 
others hold the attributes Sarikha, paSa and danda (gada or rod). Bhrgu 
mentions dhanus (bow) instead of pasa. 


According to Kasyapa, Kapila has the complexion of coral 
(pravala), three eyes and four hands but without any dyudhas 
(weapons/attributes). Besides, being clad in the garments in the colour of 
parrot’s wings (Sukapificha), he is adorned with pralamba-yajnopavita, 
keyiira and has jata (matted hair-lock). He is seated in brahmasana posture 
meditating upon the Supreme One.” 

Yajnamirti 

Yajfiamurti,’ a form of Janardana, is to be meditated in seated 
posture in the middle of bright halo of agni-mandala. He has the 
complexion of molten gold (tapta-camikara). He has two heads, four horns 
(Srnga), seven hands, three legs and seven tongues. He holds the attributes 
sruk, sruva, aksamala (rosary) and Sakti in his right hands. The attributes 
camara (cowri), vyajana (fan) and ghrta-patra (vessel with clarified butter) 
are in the left ones. He is to be meditated upon when Visnu is worshipped 
in the agni-kunda. 


Vasadhikara, while dealing with the images in the structure meant 
for San-miurtis (six forms) of Visnu, speaks of Yajfiamurti to be installed in 
the sanctum on the upper fala. Here, Yajfiamirti’ is depicted with four 
hands. The upper hands hold the attributes sruk and sruva on the right and 
left respectively whereas the lower ones are in kataka and varada gestures 
on the right and left in that order. Alternatively, the image may be depicted 
holding the above attributes and hand-poses in vice-versa, refers Bhrgu to 
some other authorities. 


Yajiia> to be invoked in the kalasa (pitcher) placed on the 
southwest of the main kumbha (pitcher), has the complexion of molten 


' PRA.25.76b-79a; VAI.18 p.53; VAK.20 p.103-104. 
? KIK2 pA. 

3KRA.1.9-12a. 

4 VAS.3.149b-150. 

> PRA.25.81-83a; VAK.20 p.104. 


CHAPTER V: FORMS OF VISNU 217 


gold (tapta-camikara) and is clothed in red. He has two heads, four horns, 
seven hands and three legs. Yajfia, accompanied with Svaha and Svadha, 
holds the attributes sankha, cakra, djya-patra, sruk, sruva, upabhrt and 
juhii.' 
Narayana 

Narayana,” the lord of the worlds accommodated on the northwest, 
is four-armed and he has the complexion of sphatika (crystal) and clothed 
in Syama colour. He is marked with Srivatsa and is adorned with variety of 
ornaments. Narayana, accompanied with Kamala and 11a, holds cakra and 
§ankha in the upper hands and his lower hands are in abhaya and varada 
gestures. 


Punya 

Punya,’ allotted the place on the northeast, has the complexion of 
the rising sun (taruna-dditya) and has the clothes, uttartya and upavita all in 
white colour. He is adorned with Srivatsa and bedecked with jewels. Punya, 
consorted with Indira and Dharani, is four-armed, the upper ones holding 
cakra and sankha and the lower ones with abhaya and varada poses. 


Subhadra 

Subhadra,’ accommodated on the southeast in the second avarana, 
is consorted with Kamala and Avani. He has the complexion of indivara 
(blue-lily) flower and clothed in golden colour. This four-armed one 
holding cakra and Sankha is adorned with all sorts of ornaments. 
Isitatman 

1sitatman,” placed on the southwest direction in second dvarana, is 
accompanied with Padma and Sthira. He has golden (hema) complexion 
and adorned with the clothes in syama colour and varieties of ornaments in 
addition to kirita. He is four-armed holding cakra and sankha. 


Sarvodvaha 

Sarvodvaha,° allotted place on the northwest direction in the 
second dvarana, is the consort of Laksmi.and Dharani. He has nila (blue) 
complexion and wears pitambara. 





! sruk, sruva, upabhrt and juhii are different kinds of ladles and spoons used in 
performing the yajfas (sacrificial rituals). 

* PRA.25.85b-87a; VAK.20 p.104. 

3 PRA.25.90a-92a; VAK.20 p.105. 

4 VAK.20 p.105. 

> [bid., 20 p.106. 

° [bid., 20 p.106. 
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Sarvavidyesvara 

Sarvavidyesvara,' placed on the northeast in the second dvarana, 
has red complexion and has the clothes in sydma colour. He is 
accompanied with Kanaka and Syama. 


Suryamandalantasthamiurti 

This form to be perceived through meditation if the image is not 
possible, according to Khiladhikara, is the best among the forms of 
avirbhava type. Visnu is depicted seated on the yogdsana posture on the 
pedestal known as padmasana. He has golden complexion but his mouth, 
palms and feet are red. This four-armed one, marked with Srivatsa, holds 
the attributes cakra and sankha. He is decked with the ornaments such as 
hara, keytra, makarakundala and clothed in shining yellow. Alternatively 
he can be worshipped in the Sarya-mandala in order to attain Sdyujya, one 
of the four types of moksa. 


It is important to note that the deity Savita (Savitr) or Surya is 
always conceived as the form of Visnu, supported with the Upasthana- 
mantra ‘dhyeyassada...’ in the Sandhya-vandana ritual. Moreover, Sirya is 
another form of Visnu. 


Ksirarnavamurti / Anantasayana 

In this form, four-armed Visnu’ is depicted reclining in yoganidra 
on the couch of Ananta in Ksira-arnava (milky ocean) under the canopy 
formed with thousand-headed Ananta. His two consorts are depicted 
shampooing his feet. Four-headed Brahma is shown seated on the lotus 
issued from Visnu’s navel. This image is flanked with the five dyudhas 
(generally dyudhapurusas) and the demons Madhu and _ Kaitabha. 
Presence of Garuda is optional. This form may be worshipped in citra 
(round sculpture) or abhasa (painting/portrait). 


Sridhara 

Sridhara,* applicable for meditation, may be depicted and 
worshipped in iconic form. He is seated in the middle of Candra (moon) in 
sukhasana style. He holds cakra and sankha and is adorned with all sorts of 
ornaments and garlands made of pearls (mukta). His worship brings 
accomplishment of all actions. 





' [bid., 20 p.106. 

2 KLA.19.255-263. 
3 Thid., 19.260-263. 
4 Tbid., 19.266-267. 
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Visvaripadhara 

Visvaripadhara’ or Visvaripa, in standing posture, is the complete 
manifestation of the lord Visnu. He has a number of hands, dyudhas 
(weapons/attributes) and he exhibits a number of deities in him. He is to be 
depicted as being worshipped by the deities with astonishment and the 
worlds must be shown entering in between his thousands of teeth. His 
worship is for the destruction of all enemies and troubles and for success of 
all activities. This image is the perception of the lord Visnu of Purusasiikta 
but impact of the Bhagavad Gita’ is more, for the entry of the worlds and 
deities into the mouth of Visnu is described only in the latter. 


Hari-sankara / Haryardha 

This is the only syncretic form found in the Vaikhanasa works. The 
form, a challenging one to the sculptors, has been created by the ancient 
sculptors in a fascinating way. The seed of this form is traceable in 
Mahabharata. Arjuna prayed to Visnu before using the weapon viz. 
Pasupata-astra of which Siva is the presiding deity. The concept of the 
syncretism of Visnu and Siva has been one of the favourite themes of the 
Alvars, the Vaisnava hymnists and the Nayanmars, the Saiva hymnist 
saints. This form had functioned to reconciliate the two different 
brahmanic cults through a simple but strong Bhakti movement of the saints 
of Vaisnavism and Saivism. According to Kriyadhikara, this is one of the 
avirbhava forms of Visnu.° 


In this form,’ one half is of Sankara and the other is of Hari, both 
the halves with their respective dyudhas and features. 


The representations of Harisankara in the plastic art form in almost 
all the Vaisnava cave temples stand as best examples for the influence of 
the hymns of the Alvars. The concept of Trinity consisting of Brahma, 
Visnu and Siva which changed to Duo of only Visnu and Siva prescribed as 
Dyimirti-sthapana in the Vaikhanasa works, gave prominence to these two 
deities which could have been the seed for the depiction of this form. 


A two-armed bas-relief of syncretic form of Harisankara (Plate 
XLVI-c), the earliest one in the South India is found in the cave temple at 
Pillaiyarpatti (near Karaikkudi, Sivaganga district, Tamil nadu). The image 
does not have any dyudhas but the head decorated with jata-makuta on the 
right side and kirita-makuta on the left side. The right hand is dana-hasta 
and left one is katyavalambita. There are two figures standing on both sides 


! Tbid., 19.268-270. 

? Bhagavad Gita.11.10-31. 
3 KRA.11.142a. 

4 KLA.19.271-272a. 
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probably Nandisa and Garuda, the vahanas (mounts) of Siva and Visnu 
respectively. ' 


The earliest four-armed Harihara of South India is found on the left 
side wall in the Paramesvara Mahdvaraha Visnu-grha (Adivaraha cave 
temple) at Mamallapuram (Plate XLVI-a). Harihara is in samapdada- 
sthanaka style of standing posture on the padmapitha with a prominent 
parasol (chatra) above his head. His lower garment on the right side is upto 
the middle of his thigh and that appears to be skin of tiger, for the skin- 
garment must be upto the middle thigh. The left half has the garment upto 
the ankle. The upper right and left hands hold parasu (battle-axe) and 
cakra (in prayoga) respectively. The lower right is abhaya-hasta whereas 
the left one is katyavalamibita. There are two figures on both sides in 
ekajanukrama posture in adoration. 


In a relief of Harihara on the northern wall of the monolithic rock- 
cut temple, known as Dharmarajaratha at Mamallapuram, the garment is 
same on both halves upto the ankles. 


A relief image of WHarihara found on the northwall of 
ardhamandapa in the rock-cut cave temple of Ranganatha at Namakkal is 
unique in its features and it is realistic (Plate XLVI-b). The standing 
posture and position of hands are entirely different from the images found 
in the cave temples of the Pallavas. Probably this is the only sculpture in 
the caves of Namakkal where the rules of iconography regarding the 
position of the hands are not strictly followed. The upper right hand holds 
a mrga (deer) and the left one holds sankha (with flames). The lower right 
hand holds a naga (snake)' in a realistic manner and the left one is 
katyavalambita. Jata-makuta and kirita-makuta are seen on the right and 
left side of the head respectively. There are two figures standing on both 
sides, probably Nandisa and Garuda, the mounts of Siva and Visnu 
correspondingly. Their inner hands are vismaya-hasta and outer ones are 
katyavalambita. A female figure and a male figure, both depicted above the 
waist, are on the right and left at the chest-level of Harihara. Two figures 
hover at the level a little above the head of the central figure. A female 
figure (upper part of the body) with afijali-hasta is shown exactly above the 
head of Harihara. Champakalakshmi identifies this image to be Ganga. 


' This is probably on account of the influence of Mahesvara-Saivism. This is the 
only Harihara icon with snake in South India (except the regions of Calukyas). It 
could have been the seed for a Saiva image viz. Visapaharanamirti represented in 
plastic art form almost right from the time of the Pallava ruler Narasimhavarman 
II Rajasimha, in whose period even other features of Mahesvara Saivism like 
Linga were introduced in the sanctum sanctorum of Siva temples optionally with 
bas-relief of Somaskanda on the hind wall. 
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Holding Ganga on the head of Siva is suitable, for he is also known as 
Gangadhara. However, there is no proper justification to take this as 
Ganga, born on the foot of Visnu, being borne by the latter. 


A relief of Harihara with eight arms is found in the rock-cut cave at 
Bhairavakonda near Vijayawada in Andhra Pradesh (Plate XLVI-d). This 
is probably the only eight-armed image so far come to light. 


Gajendramoksana / Trailokyamohana 

Gajendramoksa is one of the avirbhava forms of Visnu. This 
avatara is to kill the crocodile, who is actually a gandharva, and to rescue 
the king of elephants i.e. Gajendra from the jaws of the crocodile.’ The 
legend is very well narrated in the hymns of Alvars and the Purdnas 
especially the Bhdgavata-purana. Patattalvar,’ Periyalvar,> Nammalvar* 
and Tirumankai Alvar’ narrate this full episode in their hymns though 
other Alvars casually refer to this episode but their main concern is the 
nature of the Lord to be compassionate towards the devotee who 
surrenders to Him. The episode expresses in full length the compassionate 
nature (vatsalya and karunya) of the Supreme One i.e. Visnu towards his 
devotees who with absolute faith surrender to Him. In this form, Visnu 
appeared with prominence, at a time, displaying divergent qualities of 
anger (rosa) and mercy (krpa) at which the three worlds were astonished 
hence this form is called Trailokya-mohana.° This legend has promoted a 
number of Visnu icons mounted on Garuda as Garudaridha. This is also 
the form which depicts Astabhuja (eight-armed) Visnu in the act of 
rescuing the elephant chief. Peyalvar, the last of the First Three Alvars,’ 
states, “The feet of Astabhuja, the possessor of unfailing eight dyudhas 
(patai) and who released his cakra exactly aiming at the crocodile to kill it 
(in order to save the elephant-chief) are our only refuge.”* Thus, the 
episode and the concept had promoted the contribution of two Visnu 
images i.e. Astabhuja and Gajendramoksana (Karivarada). 





" KLA.19.244a. 

2 Trantam Tiruvantati, 13. 

- Periyalvar Tirumoli, 2.1.9; 2.10.8. 

* Tiruvaymoli, 3.5.1. 

2 Periya Tirumoli, 2.3.9. 

° KLA.19.250b-251a. 

7 Manavala-mamuni (Upatecarattinamalai, 7) states that the three Alvars viz. 
Poykaiyalvar, Pitattalvar and Peyalvar, are called Mutal Alvar (first Alvars) on 
account of their being earlier to other Alvars. 

8 Minram Tiruvantati, 99. 
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The icon of Gajendramoksana is as:' four-armed Visnu, looking at 
the crocodile (graha/simsumdra) must be depicted sitting on the shoulders 
of Garuda in ardharjvagata’ position with expression of anger (rosa) and 
compassion (krpa). His curly hair must be shown moving to and fro. All 
these suggest Visnu’s swiftness and restlessness in the attitude of protecting 
the elephant-chief. He is clothed in yellow, obviously pitambara and 
possesses isudhi (quiver). His upper right hand, lifted up without cakra, 
indicates that the cakra is already released aimed at to the crocodile. 
Another right hand touches Garuda as if persuading Garuda to move 
faster. His left hands hold sarikha and Sarnga (dhanus). The elephant, 
looking above and holding a lotus, must be shown below in the jaws of the 
crocodile. The term graha means seizer — crocodile, shark or any such 
creature. In South India, crocodile is generally meant obviously on account 
of the influence of the hymns of the Alvars who in many places mention 
crocodile (Mutalai in Tamil).’ 


A fine relief of Karivarada, probably the earliest plastic 
representation, is the one found in the Dasavatara temple at Deogarh. 
Visnu on Garuda is also found in the caves at Badami and Deccan, all of 
them ascribed to the period between sixth and ninth centuries AD. The 
panel in Rangmahal of Ellora (Plate XLV-d) is realistic and noteworthy for 
the depiction. 


The earliest representation of Garudarudha (without the elephant 
and the crocodile) but with all the descriptions of the Vaikhanasa works is 
found on the southern gallery of Kailasanatha temple at Kanchipuram 
(Plate XLV-c). This is the only panel showing Visnu with dhanus (bow) in 
his hand. Visnu is eight-armed. Visnu’s right leg at the level of Garuda’s 
shoulder is held in the right palm of Garuda and his left leg is held in 
Garuda’s left hand at his navel level. The position of Visnu in 
ardharjvagata-sthana on Garuda and his leaning to his right side is a very 
perfect and natural expression of Visnu’s attitude. This is a unique panel. 
Garuda appears prominently for the first time almost after his depiction in 
standing posture on the right-side niche of the extension of the wall in the 
rock-cut cave temple, dedicated to the Trinity, at Mandagappattu of the 
Pallava ruler Mahendravarman I. 





" KLA.19.245-249. 

* In ardharjvagata position, the icon is depicted semi-profile position or a little 
more turned towards the onlooker. Generally, this position (thana) is very 
suitable to depict the mano-bhava (attitudes/thoughts) through facial expression. 

3 Manram Tiruvantati (of Peyalvar), 50, Nanmukan Tiruvantati (of Tirumalicai 
Alvar), 12; Periyalvar Tirumoli (of Periyalvar), 2.1.9; 2.10.8; Tiruppalliyelucci (of 
Tontaratippoti Alvar), 2; Tiruvaymoli (of Nammalvar), 3.5.1. 
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A beautiful Garudaridha is found in one of the panels on the 
external side of the wall of the sanctum on the ground floor in the 
Vaikuntha Perumal temple at Kanchipuram (Plate XLV-a). Four-armed 
Visnu, holding his usual attributes on the upper hands, is depicted sitting 
on Garuda flying. Garuda holds the feet of Visnu in his palms. Some 
figures are shown below in adoration. 


A beautiful Karivarada panel is found on the external wall of the 
middle tala (floor) of the Vaikuntha Perumal temple at Kanchipuram 
(Plate XLV-b). Visnu is seated on Garuda who holds the feet of the former 
in his palms. Garuda’s wings are shown spread prominently. Visnu is four- 
armed. His upper right and left hands hold cakra and sankha respectively. 
His lower right hand is stretched out and raised above the upper hand. His 
lower left hand, partly corroded, appears to be aru-hasta. The elephant is 
shown below in a small size. A female figure with vismaya-hasta is shown 
standing on the right side. A male figure with afjali-hasta, stands on the left 
side. Partly corroded halo-like appearance behind this figure suggests this 
image to be of Ananta. Garuda’s smiling facial expression is noteworthy in 
this panel. As the panel created out of sandstone and exposed to the 
weather is corroded, the fineness of the finishing touch cannot be 
completely visualized. 


A rare tall dhruva icon of Garudaridha (15-16 Century AD) is 
noticed in garbha-grha in the temple on the water-tank (Takkan-kulam) in 
Sholinghur (Vellore district, Tamil Nadu). Mahacarya (Dottacarya), one of 
the stalwarts in the Ramanuja School, had the visual perception of Garuda- 
seva of the Lord of Kanchipuram i.e. Varadaraja on the bank of this tank. 
In his memory, the temple had been constructed here and the dhruva icon 
of Garudaradha Visnu was consecrated. Even today, at the time of 
Garuda-seva on the third day of Mahotsava in Varararaja temple at 
Kanchipuram, the Lord, while passing the gopura, is hidden for a few 
minutes by using caémaras with the thought that the Lord disappears from 
here and appears for Mahacarya which is generally known as Dottacarya- 
seva. 


In the sanctum sanctorum to have the icon of Visnu seated on 
Garuda is practically difficult. Therefore, the icon of standing Astabhuja 
has been chosen as the dhruva-bera. On this principle, the standing 
Astabhuja Visnu was installed in the sanctum sanctorum of Astabhujakara 
temple (prior to 6 century AD) at Kanchipuram. The dhruva-bera of 
Astabhuja in abhariga standing posture holds eight ayudhas in the hands. 





 Devaraja-paficakam of Mahacarya (Dottacarya) describes the features of 
Garuda-seva and its theistic philosophy. 
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No accompanying icons are found in dhruva form. Generally the dhruva- 
bera of Visnu is found in samapdda-sthanaka standing posture in the 
garbha-grha almost in all the temples except that of Rama. Here in the 
temple of Astabhujakara, the standing style at ease is very natural and this 
dhruva-bera made of stone is one of the excellent icons of Visnu found in 
-the temples. Three of the right hands hold cakra, khadga (sword) and 
padma (lotus) and the fourth one in kataka at the level of medhra-sitra, 
probably for sara (arrow) as in the icon of Rama. One of the left hands is 
dhanur-hasta (provision for dhanus) and other three hands hold sankha, 
khetaka (shield) and gada.' 


A beautiful Astabhuja image is found on the external wall of the 
sanctum sanctorum of the middle tala (floor) in the Vaikuntha Perumal 
temple at Kanchipuram (Plate XLIV-c). The image in movement is in the 
attitude of preparing to strike someone. Visnu stands firmly on his left leg 
and his right leg folded and raised is placed on the pitha (seat) but his 
posture is in movement. Upper right hand holds cakra (in prayoga); 
another hand is in the attitude of pulling out an arrow from the quiver 
(tinira); the third hand holds khadga (sword); and the lowest right hand in 
musti-mudra holds gada (club) with its broad end raised up in attacking 
attitude. On the left side, the upper hand holds sankha; the next hand holds 
dhanus (bow) in ready position i.e. not as dhanurhasta at the level of bhri- 
stitra’ but holding in the middle of the bow, which has the height of Visnu 
as prescribed in the texts; one of the hands hold khetaka (shield) and the 
lowest one, corroded after the forehand, is spread out holding something, 
but the object cannot be figured out. A figure stands below on the right 
side with anjali-hasta. Two heads appear below the pedestal of the 
Astabhuja. However, these figures cannot be identified as the panel is 
corroded. 


A panel almost identical to that of Vaikuntha Perumal temple is 
found also on the southern gallery of Kailasanatha temple at Kanchipuram 
(Plate XLIV-d). A bas-relief of Astabhuja in samapdda-sthanaka standing 
posture is found in the Badami cave. All avtara forms are represented on 
the pillars and other parts of the temple like gopura, mandapa, etc. 





' Generally in the tall and finely sculpted icons as well as in the icon of Rama, the 
attributes sara (arrow) and dhanus (bow) are not sculpted together but these two 
ayudhas made of metal are added separately. 

* This is a horizontal line supposed to be at the level of eyebrows (bhri) for the 
perfect creation of the icons. This line remains exactly in betweennetra-siitra (eye- 
line) and piirva-kesanta (hair-line in front). 


CHAPTER VI 
STRI-DEVATAS 


(Female Divinities) 


Visnu’s Consorts - Sridevi, Bhiidevi, Niladevi and Goda 
Like Visnu who is the best among the men, Sridevi is the best 
among the women, and, therefore, the worship of Sridevi is also necessary, 
states Bhrgu.’ 


Both Prakrti and Purusa are eternal by which the world-process 
proceeds; all qualities evolve from Prakrti; Prakrti is the cause for the 
existence of karya (product), karana (productive activity) and kartrtva 
(producer); Purusa is the cause of experience of happiness and sorrows; 
Purusa remains in Prakrti and enjoys the qualities born out of Prakrti; as 
such every thing happens only on account of Prakrti; Maya is Prakrti and 
Mayi is Visnu; Prakrti is Sti and Purusa is the Supreme Brahman viz. 
Visnu. Sri is also Sakti as mila-prakrti (creative power) of the Supreme 
One; her activities are in consonance with the thoughts of Visnu; and by 
these two, the entire creation is sustained.’ Therefore, both of them should 
be worshipped together. This concept had obviously promoted the cult of 
Sridevi on par with Visnu which in later times caused the development in 
the history of art and architecture resulting in also individual shrines for 
Sridevi as well as Visnu’s other consort viz. Bhiidevi in the form of Goda 
(Antal). 


Prakirnddhikara mentions eight types of Laksmi viz. Yogalaksmi 
(Srivatsa), Sridevi, Bhidevi, Niladevi, Pithalaksmi (Viralaksmi), Godadevi, 
Pakalaksmi and Dvaralaksmi. Amongst these divine forms, Sridevi, 
Bhidevi, Pithalaksmi and Godadevi alone can be installed in the form of 
dhruva-bera, kautuka-bera and utsava-bera, all the three types of icons 
(bera) being identical. The rest of the group must be worshipped in 
dhruvarca mode only." Sridevi is commended also for the worship in 
homes (grharca).° 


1 KLA42.1b-3. 

2 KIK.35 p.65-66; 38 p.70; VAK.86 p.493-494. 
3 PRA.17.56. 

4 Tbid., 17.76-77. 

> KRA.15.52b. 
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Yoga-laksmi 

Yogalaksmi’ is the one who is inseparable (anapayini) from Visnu. 
She remains in the form of Srivatsa on the upper part of the right breast of 
Visnu, hence Visnu is known as Srivatsavaksas and Srinivasa. She is 
depicted seated on a lotus in the radiant triangular mandala on the breast 
(Plate LVII-c, LVII-d). This four-armed one with gentle smiling face holds 
lotuses in the upper hands and the lower ones are in abhaya and varada 
gestures. 


Bhrgu’ advocates Yogalaksmi’s consecration together when the 
icon of Visnu is consecrated. In case, she is to be consecrated later, 
Yogalaksmi (Srivatsa) can be made of metals like gold and silver and be 
consecrated after adorning Visnu with the same; however, the size of the 
same must be proportionate to that of the icon of Visnu. The yajamdna 
(donor) obtains all sorts of prosperity. 


This Yogalaksmi is always made as a part of the icon of Visnu 
which differentiates Visnu from the icons of other divinities decorated with 
kirita-makuta and cotton and silk garments. Especially this mark alone is 
helpful to identify the icon of Visvaksena (Senesa), for both of them are 
identical in prescriptions of Vaikhdnasa tradition as well as the icons 
consecrated in the temples.’ 


The concept of Yogalaksmi as anapdayini (inseparable) is an 
important feature in the Vaisnava tradition especially to the Vaisnava 
hymnist saints i.e. Alvars. Her inseparable association with Vinsu became 
main feature of the essence of Vaisnavism i.e. Sarandgati (surrender to 
Lord). This view is very well brought by Nammalvar in his hymn on the 
Lord of Tirumala Hills that His chest is dwelling place of Laksmi who is 
determined not to move from there.’ Moreover, there is an emphasis that 
the Lord Visnu acts in consonance with her wishes.” 


* PRA.17.56b-59a. 
* Ibid., 17.59b-61. 
> Visvaksena’s icon is prescribed with benign attitude in Vaikhanasa works but 
P4aficaratra works prescribe both in benign and ferocious attitudes. However, the 
icons found in the temples are almost in benign nature. 
* Tiruvaymoli, 6.10.10: ‘akalakillen iraiyumenru alarmelmankai uraimarpa@ 

Ibid., 7.2.9: ‘en tirumakalcer marpane’ 

Tbid., 7.6.7: ‘en tirumarpan tanna’’ 
The epithet ‘Tirumdrpan’ or ‘Tirumdarvan’ (Srivatsavaksas in Sanskrit) is common 
in the hymns of Alvars. (Irantam Tiruvantati, 97; Munram Tiruvantati, 37, and 
others) : 
> [bid., 10.10.2: ‘un tirumarvattumdlainankai vacamceypunkulalal 

tiruvanai ninnanaikantay’ 
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Bhoga-Laksmis (Sridevi, Bhidevi and Niladevi) 

Sridevi, Bhiidevi and Niladevi are called Bhogalaksmis.' First two 
accompany Visnu on the right and left respectively especially in dhruva 
forms. Nilddevi is ever companion in the Vaikuntha-loka alone. The 
installation and consecration of Sridevi and Bhiidevi even in later times is 
commended for all benefits. Both Sridevi and Bhiidevi, as accompanying 
consorts, are depicted with different names, complexions and garments 
with different forms of Visnu. 


Of these three, Sridevi and Bhiidevi are generally mentioned in the 
hymns of the Alvars. Nila is not mentioned often. However, Krsna’s 
attachment to the daughter of cowherd man as Aymakal’ gets a special 
mention and she is generally taken as the incarnation of Niladevi. Poykai 
Alvar, the earliest of all Alvars, is the first one to take Aymakal as a 
companion in Paramapada (Vaikuntha) and this Alvar clearly points out 
Visnu’s partiality to Sridevi.’ 


Sridevi’ has golden (rukma or tapta-hataka) complexion and 
dressed in silken clothes (ksauma) and breastband. She is adorned with 
makuta and all sorts of ornaments including three puspaciida adorning top 
part of her forehead. She holds lotus in the left hand and her right one is in 
adhah prasarita (dola-hasta) pose. 


Bhidevi> is of Syama complexion and clothed in red. She, adorned 
with makuta and other ornaments, holds rakta-utpala (red lily) or rakta- 
ambuja (red lotus) in her right hand and her left hand in prasdrita pose. 
Her mount is mahdcataka bird. 


Sridevi and Bhiidevi are common in most of the Visnu temples in 
South India. Some of the temples housing Sayana-mirti include Sridevi and 
Bhidevi on the serpent couch (Ananta-Sayana) in case the dhruva-bera is 
not yoga-Sayana aspect. The beautiful icons of Sridevi and Bhidevi (Plate 
LIII-c), once supposed to be installed in the main sanctum sanctorum, are 





1 PRA.17.62-64. 

2 The Alvars state that Krsna, in order to get the affectionate company of 

Aymakal, controlled seven bulls and this theme had been developed well in 

Bhagavata-purana which, obviously, could have promoted the cult of Radha. 

> Mutal Tiruvantati,42: Tirumakalum manmakalum aymakalum cerntal 
tirumakatke tirntavarenkol tirumakalmel 
palotamcintappatanakanaikkitanta 
malotavannarmanam. 

Tiruvaymoli.7.2.9: ‘en tirumakalcermarpaneyennum’ 
‘nilamakalkelvaneyennum’ ‘Gymakalanpaneyennum’ 

4 KRA.5.98-100; VAK.20 p.108. 

> KRA.5.101-102a; VAK.20 p.108. 
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placed outside near southern gopura in Saumyanarayana Perumal temple 
at Tirukkostiyur. 


The hymns of the early Alvars and Vaikhdnasa works could have 
influenced the inclusion of the icon of Niladevi in two temples so far traced 
and these temples praised by Tirumankai Alvar, the last of the Alvars, 
confirm the icon of Nila. In the Ninra Narayana Perumal temple at 
Tiruttankal (Virudunagar district, Tamil Nadu), dhruva-bera of Bhoga- 
sthanaka Visnu is accompanied with four consorts; Sridevi (Annanayaki) 
and Niladevi (Anantanayaki) are on the right side; Bhidevi (Amrtanayaki) 
and Jambavati are on the left (Plate X-b). As far as the dhruva icons are 
concerned, this is the only place to have four consorts including Niladevi. 
All icons are made of processed earth (mrd). In the Vaikunta Vinnakaram 
(Nangur in Nagapattinam district), the Bhoga-dsana Visnu is depicted in 
the posture of Paramapada and this sitting posture is unique here. Utsava- 
bera includes Niladevi. Probably the addition of Antal (Godadevi) 
considered to be the incarnation of Niladevi in the temple could have been 
proper reason for not including Niladevi in the temples. 


Vijayalaksmi (Goda) 

Goda’ is called Vijaya or Vijayalaksmi whose icon is to be installed 
and consecrated in a separate shrine (anga-dlaya). As she is taken as the 
incarnation of Bhudevi, all mantras of Bhidevi are applicable to rituals 
concerned with her. Her icon must be fashioned in nava-tala.?, She must be 
depicted only in standing stance,’ holding kalhara (lily) in the right hand, 
the left hand being in adhah prasGrita (dola-hasta), thrown along the side of 
the body. She is to be depicted with the baddha-dhammilla hairstyle and all 
sorts of ornaments. ‘ 


Goda, found in the garden at Srivilliputtur and fostered by 
Periyalvar, is the only female Vaisnava hymnist saint included in the list of 
Alvars and both of them belong to the period prior to Tirumankai Alvar. 
According to the Vaisnava hagiology, she is married to the Lord and is 
united with Him and this concept maintained in the Vaisnava tradition had 
elevated her status on par with Bhtdevi. Therefore, her icon had been 





" PRA.17.68-70. 

? Nava-tala means ‘madhyama nava-tala.’ 

> This is a general rule followed in all places except a few like Tirumaliruncolai 
(Alakar Koyil) and Madurai (Kitalalakar). In these two places, Goda is depicted 
in a sitting posture almost same as the icon of Pithalaksmi but with two hands. This 
is indeed on account of the influence of the Vaisnava dcarya Ramanuja, who 
fulfilled the desire of Goda by offering a good quantity of jaggery-rice (guda-anna) 
to the Lord of Tirumaliruncolai and, therefore, attained the status of the elder 
brother of Goda who lived some centuries earlier to him. 
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included almost in all the temples and her individual shrine is on the left 
side behind the main shrine of Visnu at the same level of the shrine of 
Laksmi (Tayar in Tamil) on the right. The earliest epigraphic reference to 
Goda (Antal) of the Cola ruler Kulottunga II] (1204 AD)' confirms her 
position in the temple by that time. However, the recitation a the hymns 
of the Alvars had become a part of temple rituals by 998 AD,’ referred to 
in the inscription of the Cola ruler Rajaraja I. 


The date of Periyalvar, contemporary of the Pandya ruler Arikesari 
ParankusSa Maravarman (c. 710-765 AD)’ and who had taken care of 
Antal (Goda) confirms the contemporaneity of Antal. It is quite clear that 
she attained a well-established status in that period itself. Therefore, there 
is a possibility of including her icon in the temples of Visnu by the same or 
little later period. It is to be noted that even nowadays, after the 
completion of procession of the deity in Visnu temples, the garlands 
adorning both the icons of Antal and Visnu are exchanged and adorned 
which reminds her devotion and status on par with the consorts of Visnu. 


The icon of Goda reminds some important features. Madhyama 
dasa-tala (120 angulas) applicable for the icons of Sridevi and Bhidevi’ or 
navardha-tala (9% tala = il4 angulas) applicable for the icons of Sita, 
Rukmini and Satyabhama,° the incarnations of Sridevi and Bhidevi, is not 
prescribed for the icon of Goda. At the same time the Vaikhdnasa works 
prescribe nava-tala (108 argulds) to differentiate her status from other 
human beings (martya) whose icons are to be fashioned in asta-tala (96 
angulas). Kirita-makuta or karanda-makuta, applicable to the icons of 
Sridevi and Bhitdevi is not prescribed but dhammilla hair-style is 
prescribed which is applicable for the icons of Sita, Rukmini and 
Satyabhama, for other female figures in the lower order should be depicted 
with udbaddha-kuntala or parsva-kuntala. All these confirm the status of 
Goda (Antal) in the temples of Visnu. 


Pakalaksmi 

Pakalaksmi,° the seventh form of Laksmi, is the one to be in the 
pacana-alaya (temple kitchen). Her icon fashioned in asta-tdla (96 angulas) 
may be in seated or standing posture. Of the four hands, the upper pair 





' Champakalakshmi, op. cit., p220-221; SI.VII, 361. 

? Champakalakshmi, op. cit., p.221; SILTI, No.2. 

3 The date of Periyalvar based on the Srivaramangala copper plates of the Pandyan 
ruler Jatila Parantaka is detailed in the first chapter while dealing with the 
probable date of Vaikhanasa works. 

* VAK.22 p.157. 

> Jbid., 23 p.172. 

° PRA.17.71-72. 
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must hold lotuses and the lower pair in abhaya and varada poses. She must 
be worshipped in dhruvarca mode alone.’ 


Almost in all Visnu temples, Pakalaksmi, known in Tamil as 
Mataippalli Nacciyar,’ is consecrated and she is worshipped whenever piijd 
is performed in the main shrine. This is probably the influence of the 
sthala-purdnas like that of Tirumala (Tirupati) Hills, where the Lord, in his 
incarnation searching for Sridevi, was taken care of by his mother 
Vakulamalika. Even now, the icon of Pakalaksmi currently known as 
Vakulamalika gets special honour and worship every time. The visitors to 
this temple pay their homage also to this beautiful deity installed and 
consecrated in the paka-sala (temple kitchen). This concept prescribed in 
the Vaikhanasa works had undoubtedly promoted the necessity of 
installation of Pakalaksmi in every temple. It is not clear as to when the 
earliest installation of the icon took place in the temple but it must be 
before the development of the concept of Annamirti, a minor form of 
Visnu prescribed in Padma-samhita, an important treatise of Paficaratra 
Agama, of which the earliest icon is available in the kitchen (paka-sala) of 
Ranganatha temple at Srirangam in stone (prior to 14" century AD) and 
two bronze images in the temple Museum. Alternatively, it may be vice- 
versa following the concept of the Pdficaratra tradition practised side by 
side but not in significant manner. The Vaikhdnasa tradition could have 
adopted to have the female icon representing the Goddess of Prosperity Le. 
Laksmi indicating the abundance of food in the temples for both the deity 
and the devotees. Psychologically too, it is, probably, to maintain the divine 
presence in the temple kitchen (paka-Sala or mataippalli in Tamil) as well 
as the disciplines to be followed by the pacakas (cooks) of the temple. 


Dvaralaksmi 

Dvaralaksrni’ is none other than the well-known Gajalaksmi whose 
icon must be shown on the upper lintel of the door-frame of the second 
entrance (dvara) to the garbha-grha (sanctum sanctorum), hence the name 
‘Dvaralaksm1’. 





! Dhruva-bera alone must be placed in the brahma-pada in the shrine and 
worshipped. There is no provision for the other icons i.e. kautuka, utsava, bali and 
snapana. For details, vide the Chapter on Terminology. 

2 ‘Mataippall’ means the pacana-dlaya (kitchen) and ‘Ndcciyar’ means revered 
Lady. Generally the term ‘Nacciyar’ is used for consorts of Visnu. Therefore, the 
term ‘Mataippalli Nacciyar’ confirms her prominent position in the temple 
premises. 

° PRA.17.73. 
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Laksmi,’ adorned with kirita and all ornaments, is depicted sitting 
on padmasana.” Of the four hands,’ the back pair is adorned with the 
lotuses and the front hands are in varada and abhaya poses. Two elephants 
must be shown on both the sides holding golden water-pitcher in their 
trunks in the attitude of bathing Laksmi. 


In this representation, the main figure of Laksmi symbolizes 
Rajyasri or Rajyalaksmi. The elephants symbolize the royalty. The bathing 
is rajya-abhiseka (coronation). The personified two nidhis viz. Sankhanidhi 
and Padmanidhi, the most important among the nine nidhis (treasures), 
associated with Laksmi indicate the result of approaching her. Therefore, 
the concept of the entire panel, as a motif of fortune or prosperity had 
promoted the representation in the plastic art form. 


Dvaralaksmi, commonly known as Gajalaksmi, the symbol of 
prosperity, to be shown on the lintels of the door-frame, appeared on the 
toranas of the stupas at the places such as Sanchi, Bharhut and Mathura, 
almost right from the Sunga period (c. 200 BC). One of the early beautiful 
terracotta figures of Gajalaksmi is (c. 200 BC) now housed in Chatrapati 
Shivaji Maharaj Museum (formerly Prince of Wales Museum) in Mumbai. 
However, the probably earliest representation in real sense is found on the 
lintel of the door-frame in ParaSuramesvara temple (7 century AD) at 
Bhubaneshwar (Orissa). The representation became common also in 
Jainism and Buddhism. In the rock-cut caves of Deccan the figure appears 
in small square panels (square brackets or saduram) on the pillars as well 
as huge panels on the walls. 


Separate huge sized panels of Gajalaksmi are found in Deccan and 
a few in South India and some of the remarkable ones are at 
Mamallapuram, Kanchipuram, Tirupparankunram (Madurai). 


A beautiful Gajalaksmi (Plate LIII-b) is found in the adjoining 
panel on the right side in the Adivaraha cave temple (Paramesvara 
Mahavaraha Visnu-grha) at Mamallapuram. In this cave temple 
systematically designed as per the Vaikhdnasa injunctions, Gajalaksmi, 
referred to as Rajyasri in the Vaikhanasa works, is represented on the right 
side of the sanctum of Varaha. Laksmi is depicted seated on full-blown 
lotus in prasardsana sitting posture letting both her legs down and placing 





* [bid., 17.74-75. 

* The term padmdsana means both lotus seat as well as a sitting posture in which 
both the legs are folded and placed on the pedestal with the sole of the feet turned 
up which is obviously a sort of yogasana. 

> Prakirnadhikara text is silent about the total number of hands. However, the 
total number of attributes indicates the total number of hands. 


292 VAIKHANASA ICONOGRAPHY 


them on the spread-out lotus-petals. Two vertical lotus leaves appearing 
near suggest the view of lotus tank which is elaborately shown in the panels 
of Calukyas and the Deccan. This two-armed deity, decorated with all sorts 
of ornaments, is shown with both the hands, equally raised to the level of 
kaksa' (arm-pit), with kataka-mudra holding lotus-buds’ in them as 
described (padmadvaya-ancitakara). The adjacent female figures, standing 
in almost saci-sthana posture and decorated with karanda-makuta, carry a 
pitcher (kalasa) in the inner hand whereas their outer hand is uru-hasta. 
Two female figures, decorated with a short kirita-makuta, are shown next 
to them on both sides. The figure on the right has the right hand in kataka 
below the level of hrdayavadhi-siitra as if taking some thing from the plate- 
like object, probably flower-plate, held in the left hand. The figure on the 
extreme left has her left hand near her waist as if holding pitcher-like 
object and the right hand in kataka pose. Two elephants are shown above 
all. The elephant on the right holds in its raised trunk an inverted water- 
pitcher exactly over the head of Laksmi as if bathing her. The elephant on 
the left side with its trunk down and coiled in the middle suggests its 
attitude of taking the pitcher from the female figure. The entire 
composition of the panel is well balanced not only within the panel but also 
with reference to the panel of Nidra (Brahmasri) on the left side of the 
sanctum of Varaha. 


Another beautiful Gajalaksmi (Plate LIII-f) is found in the 
adjoining panel on the right side in the varaha mandapa rock-cut’ at 
Mamallapuram and it is almost identical to that of Adivaraha cave temple 
here. This two-armed deity, decorated with all sorts of ornaments, is shown 
with both the hands, equally raised to the level of kaksa (arm-pit), with 
kataka-mudra as if to hold lotuses in them but without lotus. As K.R. 
Srinivasan* rightly points out, her head dress almost like jatamakuta or 
jatabandha is a peculiar one in the icons of Pallavas and the contemporary 
images of South India.” Another beautiful Gajalaksmi panel is found in the 
rock-cut cave at Tirupparankunram (near Madurai). 


' The top of the kataka-hasta is generally at the level of the breast-nut (stana-aksa). 
For details, vide the part of Hastas (Mudrdas) in the Chapter on Terminology. 

* Full-blown or well-blown lotus is not shown in kataka-hasta in the sculptures but 
only lotus-buds or slightly opened lotus. 

> This systematically designed rock-cut cave, with the panel of Adivaraha, 
Trivikrama, Gajalaksmi and Durga, could have been created for Narasimha, the 
third member of Trio forms viz. Varaha, Narasimha and Trivikrama. 

“K.R. Srinivasan, op. cit., p.147. 

> The same type of head-dress is seen also in the icon of Vagdevi in Sundaravarada 
Perumal temple at Uttaramerur but this is applicable for her icon. 
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A panel of Gajalaksmi in Cave No. XIV at Ellora is noteworthy for 
a typical depiction of (Plate LIII-e). Sridevi is seated in ardhaparyankasana 
(almost like swkhdsana) folding and placing her left leg on the padma-pitha 
and letting down the right leg. The left arm is on her thigh and the right 
one holds a flower but both the arms are broken in the end parts. A lotus 
pond in front of her suggests her presence in the lotus-tank. There are four 
elephants above her; two of them are in the attitude of bathing her and the 
other two assisting them. Two four-armed figures stand on the sides, 
holding a small pitcher in the hands. The right side figure with jata-makuta 
and the left figure with kirita-makuta suggest that the figures must be of 
Siva and Visnu respectively. The prominent size of these two figures also 
indicates the same. 


Pithalaksmi 

Pithalaksmi, referred also as Viralaksmi,' is the form of Laksmi to 
be installed and consecrated in a separate shrine on the right side of the 
main shrine of Visnu. Her icon must be fashioned in dasa-tala.’ She is very 
auspicious to all. 


Individual shrines (prthak-dlaya) of Sridevi ensure fulfilment of all 
desires in both the worlds, fame, good and meritorious progeny, longevity, 
wisdom, victory and prosperity. The members of the succeeding 
generations of the yajamana (donor) obtain all sorts of prosperity and all 
his sins accumulated for the last seven births perish spontaneously and, at 
the end, he ascends the vimana (celestial vehicle) and reaches the status of 
Salokya* Her icon may be installed alongwith that of Hari (Visnu) and, in 
such case, the icons must be set up in the brahma-bhaga.° 


Sridevi’s installation and worship in individual shrine (anga-dlaya) 
within the temple complex of Visnu is known as anga-pratistha.° Her 
consecration and worship in separate temple outside in any place within 
the limit of the padavinydsa of the human settlement or any other different 
place is known as svatantra-pratistha. The installation of both dhruva and 
kautuka icons is of the best grade (uttama); eka-bera or dhruvarca mode is 
of medium grade (madhyama); and the worship in dabhasa 
(painting/portrait) is of inferior grade (adhama).’ 





' PRA.17.76a. 

? The term ‘dasa-tala’ means the medium one i.e. madhyama dasa-tala. 
3 KIK.38 p.71; KLA.42.4-5ab. 

* KRA.16.87-89a. 

> KLAA2.6. 

° KRA.16.23b. 

’ Tbid., 16.86. 
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Prakirnadhikara' describes the icon to be installed in the individual 
temples: Laksmi of gold (hema) complexion must be depicted seated well 
on the padmasana and adorned with all sorts of the ornaments and kirita- 
makuta, a sign of coordinative or equal status of Laksmi, for kirita-makuta 
is applicable to Visnu alone whereas Laksmi as Sridevi accompanying 
Visnu on the right side must be depicted with karanda-makuta. Of the four 
hands, the upper pair holds lotuses and the lower ones are in abhaya and 
varada poses (Plate LIII-a). 


According to Kasyapa,” Sridevi has lotus-like complexion, lotus- 
like eyes, lotus garlands, padma-dsana and she holds lotuses in the hands. 
She has beautiful face, teeth, lips, eyebrows and hair; she wears white 
(Sukla) garments and ornaments; she has breasts like golden pitcher and 
she, surrounded by golden halo, is of bright lustre. 


Sridevi has the complexion of pollen-grain of lotus (padma- 
kifijalka) and she is adorned with all ornaments; she is depicted sitting on 
padmasana; of the four hands, the back pair is adorned with the lotuses and 
the front right is in abiiaya pose and her front left Randi is in ddna pose 
offering abundant wealth’, according to Kriyadhikara.’ 


Sridevi in anga-dlaya 

Sridevi? may be worshipped in a separate shrine (anga-dlaya) in the 
temple complex on the right side in first, second or third dvarana 
(enclosure). The temple should have the entrance on the direction the 
main shrine of Visnu faces. Her icon must have the height equal to 
shoulder-level (bahu-simanta), ear-level (karna-simanta) or breast-level 
(stananta) of the icon of Visnu installed in the main sanctum, Her icon 
must be in standing posture in case the icon of Visnu is in standing stance, 
in seated posture if Visnu’s icon is in seated posture, and her icon may be 
in either in case the icon of Visnu is recumbent (Sayana). In this sort of 
temple, her emblem of dhvaja is swan (hamsa).° 





' PRA.17.66-67. 

? KIK.7 p.12. 

>In the phrase ‘dadhatim vipulam dhanan’ (KRA.15.54b), the term ‘dadhatim’ can 
mean both ‘offering’ and ‘holding’. In the first one, her icon may be depicted 
holding a treasure-container. 

* KRA.15.53-54; 16.5-7a. 

> Ibid., 16.1b-4. 

° This is as per another reading in Kriyadhikara, p.207. 
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Sridevi in Svatantra-alaya 

Svatantra-dlaya' (individual temple) of Sridevi may be in grama, 
nagara, pattana or kharvata. The temple must be on the south side of 
brahma-siitra’ or on the west in case Visnu’s temple is present. In a place 
without Visnu’s temple, Sridevi’s temple must be on the north side of 
brahma-sitra or on the northwest direction. Alternatively the temple may 
be in any pleasant place on the river-bank, sea-shore or top of the hills. 


Srivatsa, Nandyavarta, Nandivisala, Utphulla, Sarvatobhadra, 
Svastika, Sripratisthita, Visnucchanda and Catusphuta are suitable 
structures for the installation and consecration of Sridevi in any place 
suitable for the human settlement.’ 


In the svatantra-dlaya of Laksmi, the vimana consists of twelve talas 
(storeys) which are occupied by a number of divinities on the cardinal 
directions.* Purusa, Satya, Acyuta and Aniruddha are on the first tala on 
the main directions; Vyiiha forms of Vasudeva and others are on the 
second tala; The four four-tusked white elephants viz. Guggulu, Agaru, 
Damaka and Sankhila are on the third tala; Bhimi, Sarasvati, Rati and Priti 
are on the fifth tala; Kirti, Ksanti, Pusti and Tusti are on the sixth tala; Dik- 
devatas are on the seventh tala; eight dik-pdlakas are on the eighth tala; the 
serpent divinities viz. Vasuki, Ananta, Sankha and Gulika are on the ninth 
tala, Sarasvati, Gayatri, Savitri and Vaisnavi are on the tenth tala; Sn, 
Harini, [la and Sundari are on the eleventh tala; Balakini, Vanamalika, 
Vibhisika and Sankari are on the twelfth tala; the group of the last four is 
also depicted as dvara-pdlikas to the entrance of the temple on the four 
directions. On the corners of all talas, the images of elephant or lion must 
be placed. 


The icon of Sridevi’ may have two or four hands. Laksmi, gold- 
complexioned, is depicted sitting on the pericarp (karnikara) of the lotus of 
the simhdsana. Her eyes must resemble the indivara (blue lily) flower and 
her face is beautiful and bright like autumnal moon. Of the four hands, the 
upper pair holds white or red lotuses and the front right hand is abhaya- 
hasta and the left one is varada-hasta in the attitude of offering abundant 
wealth or it may hold a ratna-majfijari (container of jewels). She is adorned 


" Ibid., 16.24-27. 

° The external boundary of the brahma-pada in the padavinydsa is known as 
brahma-siitra in this context. 

> KIK.38 p.70; KRA.16.27. 

* KRA.16.89b-105. 

> The text is silent about fourth tala (floor). 

° KIK.38 p.10; KRA.16.51-55a. 
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with kirita, all sorts of highly valuable ornaments like golden yajnopavita 
and white silken garments, lotus-garlands and golden and pearl strings. 


Laksmi is accompanied with a number of divinities.’ Sankhanidhi 
and Padmanidhi must be depicted in front of Laksmi. Purusa, Satya, 
Acyuta and Amirudeha must be shown in astonishment on four directions 
facing her icon.” Alternatively, Vasudeva and all others, holding cakra and 
Sankha, adorned with Srivatsa, Vananas. kirita, ha@ra and other ornaments 
may be shown in seated posture.’ The four white four-tusked elephants 
viz. Guggulu, Agaru, Damaka and Sankhila must be shown on the corners. 
Bhimi, Sarasvati, Rati, Priti, Kirti, Ksanti, Pusti and Tusti are on the eight 
directions. The dik-palakas occupy their relevant directions. The four 
dvara-palikas are Balakini, Vanamalika, Vibhisika and Sankari are on the 
directions right from the east. They are in dwarfish form (vamana) in the 
complexion of pollen grains of lotus (padma-kirijalka), adorned with white 
garments and all varieties of ornaments and holding lotuses in the hands. 


According to Khiladhikara,’ Jaya and Vijaya are the fanners 
(vyajini),; Durga, Sarasvati, Jyestha and Uma are depicted around. Nanda is 
the nirmdlya-harini (recipient of remnants); Sridevi’s mount (vahana) is 
Sarvabhadra, a prominent one amongst the gandharvas, two-armed one 
holding lotus, seated well, moon-coloured, clothed in the colour of japa 
flower, adorned with makuta and other ornaments and who lived together 
with Garuda; Viripaksa and Bhitesa are anapayins (inseparable 
companion) of Sridevi. 


In the shrine, Sridevi is accompanied with the Lord of Gods i.e. 
Visnu; the jewels Syamantaka and Cintamani (Kaustubha), Sankhanidhi 





" KRA.16.56-63. 

* Visnu, the Primeval One is not included here. Other four vyiaha forms alone are 
mentioned as companions to Laksmi. It indicates a few facts: Laksmi is inseparable 
(anapayini) from Visnu, and, therefore, there is no need of the icon of Visnu here; 
The Vyiha forms here are the second stage emanatory forrts of Visnu (for details 
on Vyitha, vide the Chapter on Vyiha Forms); practically, it is not possible to 
accommodate both the icons of Laksmi and Visnu in the middle ofbrahma-pada in 
case dhruvarca mode is followed; in setting up of the icon, there is a ruk that the 
icon should be placed exactly in the middle with reference to the doorframe, and, 
therefore, it is not possible to accommodate both the icons; inclusion of Vasudeva 
group suggests the influence of Pé@ficaratra tradition. 

* Vasudeva and other members holding cakra and Sarikha belong to the group of 
Daivika-Vasudeva, occupying the place next to the Purusa, etc. Moreover, 
Vasudeva and others of Manusa-Vasudeva group, also known as Paficaviras, are 
not applicable here, for they are twoarmed without cakra and sankha, the 
important attributes of the higher grade. 

* KLAA2.7-11. 
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and Padmanidhi are near her; Ksma, Vibhiti, Santi and Kanti are the 
attendants holding vyajana (fan) in the hands; Indra and Sevadhipa 
(Kubera) are the dvara-palakas (door-keepers); There may be depicted 
two elephants holding water.’ 


As K.V. Raman’ rightly points out, the individual shrines as sub- 
shrines (anga-alayas) of Laksmi could have started from the 11" century. 
However, the possibility of placing the Pithalaksmi in the sanctum 
sanctorum alongwith the icons of Visnu cannot be denied. K.V. Raman’s 
view for the absence of individual temple of Laksmi on the Tirumala hills 
cannot be taken as justifiable, for, as the Agamas have already stated, the 
rules of the Agamas are not applicable for the places of ancient or early 
period (purdna-sthala). If so, the dhruva icon on the Tirumala hills is to be 
taken as abhicarika on account of its being two-armed and not 
accompanied with any of the icons of the clustering divinities. 


The Vaikhdanasa treatises had the seed of this concept earlier than 
the Paricaradtra works. Undoubtedly this had promoted the development of 
Sridevi’s role in the Vaisnavism almost right from the time of the Acaryas 
following the traditions of both Alvars and Prasthana-traya and both the 
traditions supported by Vaisnavite Puranas and Paficaratra literature. 
Moreover, the concept of Svatantralaksmi is one of the aspects of the 
Paficaratra views which were also in currency side by side in the South 
India. 


The epithet ‘Visnupaini’ of Sri in Srisikta and the Rcas in 
Purusasiikta and the same found in other Vedic rcas (like Hrisca te 
laksmisca patnyau), being complementary to each other, had been taken in 
the brahmanic cult as important and, especially right from 10" century, 
Sridevi had been given a special status among the Vaisnavites and in Visnu 
temples, which is obviously the impact of the two branches of Vaisnava 
Agamas viz. Vaikhanasa and Pdiicaratra. However, as far as South Indian 
temple tradition is concerned, one can safely conclude that the seed of 
Vaikhanasa concept of Sridevi got developed well by the Pafcaratra 
tradition, which can be noticed in the temples at Srirangam, Kanchipuram, 
etc., where every festival is separately celebrated in the Laksmi (7aydr in 
Tamil) shrines but within the temple complex or within the individual 
shrines with facilities for procession, and so on. Sridevi (Laksmi) enjoys the 
status of Patta-mahisi (chief Queen) and, therefore, her icon is not taken in 
procession out of the temple. It is interesting to note her icon does not 


* KIK.38 p.70-71. ; 
? K.V. Raman, ‘Laksmi (Tiru) From Tamil Sources’, Sri-Laksmi Legends and 
Lores, p.125. 
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enter into the sanctum of Visnu but Visnu’s icon is taken to her shrine in 
the analogy of the king visiting the palace of his queen. This is on account 
of the impact of Vaisnava tradition developed by the Alvars and elaborated 
by the Vaisnava dcaryas beginning with Yamunacarya (Alavantar in 
Tamil), his successor Ramanuja and his staunch followers. 


Vagdevi 

Vagdevi, known as Savitri and Sarasvati, gets a special place in the 
Vaikhanasa works. She has complexion of gold (svarna), red (rakta) or like 
the pollen grain of lotus (padma-kifijalka) and she wears white (Sveta) 
garments, breast-band and all sorts of ornaments in addition to white 
garlands and channavira. She must be depicted seated in padmdsana or 
brahmasana posture. Alternatively, she may be depicted in sukhasana with 
her right leg in prasarita. Vagvedi is adorned with jatamakuta or 
jatamandala. Of the four hands, upper right hand holds aksamala and the 
left one holds kamandalu. 


Vagdevi is to be depicted on the northern sopdnabitti in the three- 
storeyed temple meant for Navamurti-vidhana. A beautiful and the earliest 
representation of Vagdevi is noticed on the northern sopdnabhitti (stair- 
wall) of Sundaravarada Perumal temple at Uttaramerur (Plate LIII-d). The 
panel with two elephants over her resembles that of Gajalaksmi but her 
four hands and seated posture differentiates her from the latter. This must 
be earliest representation of Vagdevi in South India. 


Durga 

Durga’ is the personified form of Yoganidra of Visnu, who is also 
known as Maya generally known as Vaisnavi-maya. She is the subtle 
energy (Sakti) and Prakrti eternally present in Visnu but she appears 
separately for the sustenance of the world. This deity, the embodiment of 
the three Vedas and the energy of Visnu, incarnates in the world to protect 
all and to destroy the demons like Mahisasura in the way Narayana 
incarnates. She is ever honoured by the celestial beings like Brahma." 
Durga is one of the deities commended for domestic worship (grha-arca).” 
Obviously, Durga is different from the deities called Kali, Mahakali® and 
Bhadrakali. 


' KIK8& p.12; KLA.(App. p.506).12b-20a; KRA.5.226-228a; 15.76-88; VAK.20 
p-123. Vagdevi is invoked as Siddhi, Visva, Bhrgupatni and Sarasvati. 

* Durga is referred to also with the names Vaisnavi, Katyayani and Vindhyavasini. 
° KRA.15.64a. 

“KLA. Durgakalpa.1-6a. 

> KRA.15.63b 

°R. Nagaswami, Tantric Cult of South India, p.12 
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Durga is one amongst the deities invited to take part in all we 
rituals pertaining to the festivals especially at the time of dhvajarohana.' 
Being the presiding deity of the minerals (dhatu), she is invoked in them 
during the abhiseka ceremony.” In the consecration (samproksana or 
pratistha), Durga is invoked to be present on the Sayyavedi on the south 
side of the image to be consecrated.” 


Durga is commended for domestic worship in the king’s palace. The 
entrance of her temple should be facing the palace of the king. It should be 
on the north or on the right side of the entrance to the palace.* One who 
establishes and worships the image of Durga conquers all his enemies, 
enjoys all prosperity in the world for a long time and finally agieves 
Sayujya-loka of Visnu along with ten generations before and after him.’ In 
case the donor (yajamdna) is a king, his name and the details of his race 
(gotra) may be engraved on the plates made of gold, silver or copper and 
the same must be placed in the socket in the ddhara-sila of the image of 
Durga.” This enables the donor’s race to continue without bnear and 
assures the victory of the entire generation of the king, states Bhrgu.’ This 
confirms the royal patronage for installation and worship of Durga. 
Moreover, the festival of Durga, with unfurling of the dhvaja-pata (banner) 
marked with the image of lion, causes subjugation of the enemies, 
promotion of agriculture, vehicles and cattle and ensures rain in time.® 





“Durga is the goddess of victory, holding in her hand the victorious spear and 
standing upon the nape of the buffalo from whose fresh wound unceasing blood 
flows. Kali is younger than the six mothers (the youngest of the Saptamatrgana) 
and as Bhadra K4li she witnessed the dance of Siva. She tore open the heart of 
Darukasura. She is fond of the forest which is the residence of ghosts and goblins. 
It is necessary to discuss some aspects of Kali as portrayed here. It is here for the 
first time that we come across a clear distinction between Durga and Kali. Durga is 
the Devi who destroyed Mahisasura. Kali’s manifestation is different in many 
aspects.” 

' PRA.24.162a; SAA.54.61-62a. 

> VAS.34.124b; YAJ.35.11b. 

° VAS.12.9a; YAJ.28.6. 

“ KLA. Durgakalpa.10b-11a. 

* KRA.15.74-74a. 

° This must be the earliest textual reference for the usage of metal plates with 
syllables (i.e. yantra) to be placed under the image. We come across many like 
Sricakra to attract and well-being of the temples. 

7 KLA. Durgakalpa.77-79a, 80. 

* Ibid., 234-235. 
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Kasyapa includes Durga in the list of deities to be worshipped with Visnu 
in the houses of the people of Vaisya class.' 


Bhrgu mentions three types of worship to Durga viz. sdntika, 
paustika and abhicdrika. However, he insists that Durga should not be 
worshipped in abhicdrika mode although compelled by the yajamana for 
the destruction of his enemies.’ This clearly confirms her position as 
abhicarika deity in some places. 


Durga’ has the complexion of sasya-Syama or Sydma or that 
resembling lightning and she is clad in yellow or white (sita) garments and 
breast-band over the prominent breasts. Lion is her mount and emblem of 
her dhvaja as well. Her image must be fashioned in navardha-tala, but 
kanistha dasa-tala as per Yajfiadhikara.* 


The benign form of Durga’ must have four hands and decorated 
with kirita and other divine ornaments such as keydra and hara. Cakra and 
sankha are held in the backhands and the front ones must bear anjali 
gesture if the image is installed for the welfare and prosperity of all. 
Alternatively, she may be depicted seated on simhasana in sukhasana 
fashion in benign form. This four-armed one is meant for the welfare of all 
living beings and promotion of all prosperity.* 


In her ferocious form,’ meant for the destruction or victory over 
the enemies, she is depicted with eight hands holding the weapons Sakti, 
Sariga (dhanus), asi, cakra, Sara, langala, mudgara and khetaka. Her left 
leg must remain on the nape of Mahisasura i.e. buffalo-headed one, with 
another leg bent, obviously in sthitakufcita posture. 


In spite of the strict code that the images installed in the temple 
must be made of the material used for the dhruva image of Visnu installed 
in the main sanctum sanctorum, Durga’s image may be made of stone 
irrespective of the material used for the former® even her image is 
established in any sub-shrines (ariga-dlaya or déraya-dlaya). 


' KIK.19 p.36. 

* KLA. Durgakalpa.172-174. 

3 Tbid., 23a; KRA.15.65b. 

*YVAJ19.19. 

> KLA. Durgakalpa.23b-24, KRA.15.64b-65a, 66b; VAI.20 p.63; VAK.20 p.123. 
° Thid., 28-29a. 

T Tbid., 25-27a. 

* KRA.S.89b-90; 22.92b-93; SAA.20.45b: 69.126-128a. 
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A separate cell or shrine (asraya-dlaya or anga-dlaya) may be 
allotted to Durga on the southern side of the main shrine of Visnu.! In 
such case, her image must be set up facing the north. The same may be in 
between south and southeast in the first precinct,” second precinct 
(dvarana) of Visnu temple? or on the left side of the entrance to the third 
avarana.’ Similarly, her image must be set up on the left side of the 
entrance of the mukhamantapa in the single-tiered structure of Visnu- 


The image of Durga must be depicted on the right side of the 
entrance of the chamber allotted to Varaha in the northern aisle (alindra) 
on the middle floor in the three-tiered structure commended for the 
installation of nine primary images (Navamiirti).° Similarly, her image is to 
be placed on the outside wall of the antarala part’ or on the gala part of 
the vimana (superstructure) atop the main sanctum sanctorum® of Visnu. 
Moreover, Durga, along with that of Uma and Vagdevi, is to be depicted 
inside in the individual temple allotted to Laksmi (Sridevi), probably as 
relief (ardha-citra) or portrait (citrabhdsa) against the sidewall.’ 


A separate temple may be constructed in grama, nagara, pattana 
and kutika, on the hilltop, in the forest and on the bank of water ponds and 
rivers.” In the grama, her temple in the direction between south and 
southeast is beneficial for the welfare of the grama within the limit.’ 
Alternatively her temple may be on the north of the village on the outskirts 
(vastu-bahya) where her image must be set up facing the east.” 


Her individual temple should include the images of all attendant 
deities and divine beings.” Vinda and Pusti are depicted as camaradharini 
appearing above on the back-wall. Yaksa and Vidyadhara are her 
attendants. On the right wall, is depicted Padma (Laksmi) holding lotus in 
her hands. On the left wall, is shown Uma wearing / holding a garland of 
flowers. The sages Angirasa and Mrkandu, holding flowers in their hands, 


1 YAJ.26.6a. 

2 VAS.26.43b. 

> KLA.7.63a 

4 VAK.20 p.123; VAS.26.40b. 
> VAK.10 p.44; VAL6 p.20. 

° VAI.39 p.133; VAK.36 p.249. 
7 KRA.5.41b; PRA.6.19a. 

® KRAS.54b. 

» KLA42.8a. 

'0 KLA. Durgakalpa.8b-9. 

" KJK.17 p.30. 

? YAJ.2.20a. 

3 KLA. Durgakalpa.19b-21a, 32b-42a, 140-141. 
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are the worshippers (pajaka). The images of Nandagopa and Yasoda, her 
mother at the time of incarnation of Visnu as Krsna, must be depicted on 
the right and left on the interior door and their images must be fashioned 
in asta-tala measure. Four-armed Jaya (Jagatsena or Jayatsena) occupies 
the place of Saisiki, the recipient of the worn-outs; her icon, fashioned in 
nava-tala measure, is meant for victory. Bhita is doorkeeper (dauvarika) 
and lion is her mount. Gangaé and Yamuna are the doorkeepers 
(dvarapalika) of the first entrance of the garbhagrha. Aditi,’ the mother of 
deities and Diti the mother of demons are represented as dvdrapalikas on 
the second entrance door. Ugrasena and Jayanta are the doorkeepers of 
the third entrance. The Dikpdlakas and Vimanapdlas i.e. Nyaksa, etc., 
inhabit their respective directions. The images of all these deities must be 
made of the same material used for the image of Durga. 


The proclamation of Bhrgu that the installation of her image made 
of stone enables one to obtain moksa’ is noteworthy, for the Vaikhanasa 
treatises declare that the Supreme Being i.e. Narayana alone can offer 
moksa to his devotees. Bhrgu prescribes a separate utsava to Durga in a 
saumya mode within the limits of the human settlement (vastu) for their 
welfare. Such utsava includes the worship and rituals of Cakra (Sudarsana) 
and Visvaksena.* The inclusion of Sudarsana during the pratistha ritual” 
and the holy dip of Cakra taking place during Tirthotsava of Visnu are not 
applicable for any other deity except for Durga® and this shows that she 
had been placed in the Vaikhanasa Agamic system in high esteem on par 
with Visnu. She is one of the accompanying deities in the Bhoga-Sayana 
panel of Visnu.’ 


One of the important deities, elevated to high level by the 
Vaikhdnasa treatises, is Durga who is depicted in sculptures as royal 
insignia at almost all the places along with the image of Visnu especially 
during the period of Pallavas and Pandyas. In the ancient South Indian 
sculptures, she is shown either standing on padma-pitha (Plate LIV-c) or 
on the buffalo’s head or nape (LIV-b). 





1 Aditi is mentioned also as Punya, Daksayani and Devamata (KLA. 
Durgakalpa.137). 

2 Diti is referred to with other names such as Asuramata, Prajavati and 
Kasyapapriya (KLA. Durgakalpa.136). 

3 KLA. Durgakalpa.31. 

*YAJ38.7. 

> KLA. Durgakalpa.64b-65a. 

° Ibid., 223. 

7 VAK.19 p.99. 
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Nidra 

Nidra’ must be depicted standing on the buffalo’s nape though 
there is a rule (Sasana), referred by Bhrgu, that she should be depicted 
standing on padmapitha. One of her leg is firmly planted and “Be other 
must be slightly bent ic. obviously in sthitakufcita posture.” She is 
beautiful with lean physique, attractive eyes and black coiffure turned 
aside. This three-cyed one with well-developed breasts and sharp hearing 
power is adorned with all sorts of ornaments apt for young women such as 
latavalaya, jhallari (girdle) and kauberamauli (jewelled crown). She has 
eight hands holding the weapons sarkha, cakra, Sila, asi, capa, gada and 
pasa in them.’ A parrot must be depicted conveniently sitting on one of 
the left hands probably. 


The fanners Visalya and Viruja, with the complexion of jasmine 
and bandhiika flower respectively, are present behind her on equal level. 
Sumana and Afijana, the beautiful ones, occupy the place of worshippers 
like Bhrgu and Markandeya to Visnu. They must be in ekajanukrama 
posture applicable to the worshippers holding aksamala probably in their 
hands as well as ornaments. Sumana is of yellow hue and Afjana is of the 
hue of afjana (collyrium). The fanner is Nilotpaladala. Her Saisiki 
(immediate attendant) is Kausiki in white complexion. She has two mounts 
—a lion named Prabhajfijana and a deer named Sara - on her right and left 
respectively and this is a rule (Sasana). Her dhvaja has the emblem of lion 
seated in good posture’ or in a majestic fashion. Pangupada, with the 
complexion of gold (rukma) and reddish eyes, is her bhuta. 


An image in the Paramesvara Mahavaraha-visnugrha (Adivaraha 
cave temple) at Mamallapuram, generally identified to be Durga 
Mahisamardini, is none but the image of Nidra who differs from the former 
only by the presence of parrot (Plate LIV-a). Here the parrot is beautifully 
depicted sitting on the left hand in katyavalambita gesture. This is the only 
icon of Nidra traceable in the monuments. 





" KLA.15.119-130a. 

* The word ‘akuficitapadam’ can be interpreted in two ways. The phrase being in 
the compound of bahuvrihi type means ‘one leg is bent’ or ‘both the legs bent’. 
The first one suggests that she is standing in the ‘aku/icitasthita’ posture which is 
suitable for the female images in tribhanga style generally found almost 
everywhere. 

3 As the attributes are seven, one of the hands on the left side must be holding the 
parrot. Alternatively, the parrot may be seated on the left hand that is in 
katyavalambita gesture as found at the place referred to above, for the description 
tallies with the image found at Mamallapuram. 

* The phrase ‘svastikah simhalaksanah’ is adjective of dhvaja. The emblem i.e. lion 
should be depicted sitting in good posture. 
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Dhatri (Mahakali) 

Dhatri,’ mentioned as also Maharaudri, Mahakali, Mahodari and 
Raudri,’ is different from Durga and Kali, and is one of the Matr-gana? 
She has red (rakta) complexion and is clothed in the colour of syéma. With 
a frightening laughter, she is seated on the ugrapitha or avagrahapitha. She 
has ferocious countenance with reddish eyes, broken and upraised 
eyebrows, protruding teeth (damstra) and reddish coiffure of hair. Her 
upper garment is made of tail-hair possibly of horse or peacock. She has 
human face but very frightening. This six-armed one holds kapdla and pasa 
besides trisiila moist with flesh and blood.* Emblem of her dhvaja is pisaca 
which is also her mount. 


Mahakali may be worshipped in the second dvarana of the temple 
in the place between south-west and west* or on the north-east in the third 
dvarana.’ Moreover, an individual temple may be allotted to Mahakali on 
the outskirts of the padavinyasa of the town where her image should be 
facing outwards.’ The same placed on the north-east side of the village 
promotes the welfare of all.” Alternatively, her temple may be on the east 
where her image must be facing the east.” 


Mahakali is the one of the deities approved in Vaikhanasa works. 
Therefore, during the consecration (samproksana or pratistha), this deity is 
invoked to be present on the sayydvedi'’ on the west side of the image to 
be consecrated.'' Further, she is one amongst the deities invited to take 
part during the festivals before the ritual of dhvajarohana.” 


Mahakali’s festival is commended in the village or town before the 
commencement of utsava of other deities in order to ward off the evil 


' KLA.15.104b-107a; KRA.5.189bc; VAI.20 p.63; VAK.20 p.124. 

? KJK.74 p.137; KLA.17.141a; SAA.36.41a; VAK.20 p.123. 

° This is evidenced from the invocatory mantra of these deities found uniformly in 
all the Vaikhanasa texts. 

“ VAK (V) reading has the term mdmsardra’ meaning ‘moist with flesh and blood’. 
> KLA.7.59b. 

° VAK.20 p.124. 

7 KLA.15.107b; KRA.2.70-71a. 

® KIK.17 p.30. 

” YAJ.26.7. 

'© Sayya-vedi is a pedestal meant for Sayana-adhivasa. The image to be consecrated 
is placed on a pedestal in supine posture before it is established in the sanctum 
sanctorum. 

" VAS.12.10a; YAJ.28.7. 

” SAA.54.61-62a. 
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effects possible.’ She is to be worshipped with the flowers of japa and 
kokamali. During the festival of Mahakali, the streets (vithi) of her temple 
must be decorated with torana and darbha-mala. However, all of them 
must be removed before the commencement of the festival in Visnu 
temple’. The bali offering consisting of liquor (surd) and flesh of animal 
(mamsa) must be offered to Mahakali in case her festival is ignored or 
neglected on account of the festival in the temple of Visnu.’ 


Jyestha 

Jyestha, named as also Bhir-Jyestha, Bhuvar-Jyestha, Suvar- 
Jyestha and Kalirajayani or Kalipatni, is one amongst the deities invited 
to take part during the festivals before the ritual of dhvajarohana.” Her 
posture, material to make her image and her individual temple in the 
premises of Visnu temple throw light on the prominence and special status 
of Jyestha. Jyestha, the elder sister of Sridevi, is to be worshipped for 
prosperity, for the latter bestows everything on her worshippers provided 
the former is pleased. Her worship yields all sorts of benefits and destroys 
all obstacles. 


An independent festival is prescribed for Jyestha, with unfurling 
her banner or dhvaja (dhvaja-arohana) as it is performed in the Visnu 
temples though there is a strict injunction that her festival should not take 
place when the festival in the Visnu temple is celebrated.’ The festival of 
Jyestha is meant for ie expiation of all inauspicious natural incidents or 
calamities® and famine.’ This festival includes offering of food to all the 
people. Hence, a charitable person alone can be the yajamana pense of 
the festival."® 


All the Agamas, both Saivite and Vaisnavite, speak of - Tyestha in 
high esteem. However, a separate section viz. Jyesthakalpa included in the 
Khiladhikara is noteworthy though it is added as a supplement. This 
section enables us to trace out all possible features of the once auspicious 
deity but labelled as inauspicious one in later times. 





1VAJ.38.5b. 

* KIK.72 p.130. 

3 VAS.33.53. 

4 VAJ.47.98b-99a. 

> §4A.36.42-43a; VAK.20 p.123. 

° KJK.91 p.175; PRA.24.162a; SAA.54.61-62. 
7 SAA.79.2-3. 

8 KLA. Jyesthakalpa.115-116. 

? Ibid., 135. 

10 Thid., 126. 
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An interesting episode is presented in the Khiladhikara about 
Jyestha which also throws light on the development of iconography of 
other deities too. The phrases in Sristikta such as ‘Alaksmi’ and ‘Jyestha’ 
could be easily interpreted with the help of this treatise. 


Out of the two eternal Primordial Beings viz. Prakrti and Purusa, 
Purusa multiplied into five for progeny.’ The Supreme One i.e. Narayana 
evolved as Visnu from whom the four-headed Brahma came up; Siva rose 
from Bramha; Indra from Siva and Skanda from Indra. The Prakrti too 
became five-fold in the form of Jyestha, Bhiidevi, Savitri, Uma and Indrani 
and Surabhi emerged from Indrani. Jyestha has the name on account of her 
position of being the eldest of all. 


Jyestha was born in three forms as Bhijyestha on her birth in the 
Bhiloka, Bhuvarjyestha on being in the Bhuvarloka and Suvarjyestha on 
being in the Suvarloka. 


Her four names Bhtrjyestha, Bhuvarjyestha, Suvarjyestha and 
Kalipatni have interesting legends and these names throw light on four 
positions of Jyestha. When the deities and demons churned the ocean to 
obtain nectar, Jyestha appeared first with terrible form, clad in red silken 
clothes and holding a dhvaja marked with the emblem of bird, normally 
crow as mentioned elsewhere in the treatises, and with a chariot yoked to 
donkeys. All the deities and the demons ran away with fear. Then she 
turned herself to a beautiful form with black curly hair adorned with a 
crown bent sideward, with beautiful reddish eyes and divine ornaments. On 
her influence, all the deities who returned lost their lustre except Visnu 
who was supporting the Mandara mountain. At her request, Visnu 
conferred upon her a boon that she could destroy any body she did not 
like. Moreover, Visnu made her marry the king Kali. By performing a 
sacrificial ritual named Sumedhya, she begot beautiful daughter viz. 
Sukanya and a son viz. Vrsabhanka, with bovine head. 


Jyestha,’ consort of Kali, is depicted in prasarasana sitting posture 
on a pedestal viz. Tripithaka, with red (rakta) complexion and dressed in 
puspa-vastra. Alternatively, she may be of Sydma or dkasa-sasya 
complexion and clad in red clothes. She is decorated with ornaments like 





1 This must be the influence of the hymns of the Vaisnava Saints especially the first 
hymn of Nanmukan Tiruvantati of Tirumalicai Alvar, who claims himself to have 
gone through many philosophical schools including Jainism and Buddhism. 

? KLA.15.108-118a; KLA. Jyesthakalpa.69b-72a; VAI.20 p.63; VAK.20 p.123. 

3 The word ‘pitavasa’ in Anantasayanam Series edition does not suit here as the 
same mentions her cloth to be puspavastra. As per Rao’s appendix, the word 
‘pinastana’ is apt here. 
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hara, keyira, Sirovartana etc. This two-armed one may be depicted with a 
basket of flowers and a huge gadd. Alternatively, she may be represented 
holding utpala flower in her left hand and her right hand bearing a treasure 
(nidhibhajana) or abhaya gesture. Her chariot is yoked to donkeys (khara). 
Crow is the symbol of her dhvaja. She is accompanied with her beautiful 
daughter Sukanya and bovine-headed son on her pedestal (Plate LV-a, 
LV-b, LV-d). 


The image of Jyestha must be depicted in seated posture 
irrespective of any of the posture of the dhruva image of Visnu in the main 
sanctum,’ which, according to Bhrgu, is also the injunction of the early 
authors. Though there is a strict code that the images of the temple must be 
made of the material used for the dhruva image installed in the main 
sanctum sanctorum, the image of Jyestha may be made of stone 
irrespective of the material used for the dhruva icon in the main shrine.” 
Alternatively, her icon may be made of both burnt (pakva) and raw or 
natural (apakva) clay.’ 


A separate temple may be allotted to Jyestha in the middle of the 
garden or agricultural land, on the banks of water ponds, canals, rivers and 
on the southwest corner of the town or village.’ In her temple, her image 
must be placed in the daivika or manusa portion of pada-vinyasa. The 
structures (vimana) viz. Kumbhakara, Trikita, Svastika and Hastiprstha are 
suitable for her installation. Her sub-shrine may be on the northwest of the 
main shrine in third a@varana® (enclosure) or between west and south-west 
in the second dvarana.’ The temple of Jyestha consists of the following:® 
Khalati and Amrtaja are her doorkeepers (dvdrapalika). Dravila is the 
recipient of worn-out garlands (nirmadlyadharini). The seven donkeys with 
the names Khana, Nigala, Vyavrtta, Prahrta, Samavrtta, Kundaugha and 
Nikara occupy the place of the mounts (vahana-sthana). Sammarjanarata 
occupies the bhitapitha. The eight attendants of Jyestha are Indrani, 
Svadha, Yamabhamini, K4laratri, Nisithagd, Rajani, Tamisra, Yaksini and 
Mantradevi and Vagdevi and their images should be represented around 
on all the directions right from the direction of Indra ie. east. Savitri 
occupies the place exactly in the front who is to be worshipped first. 





! KRA.5.86b-87a, 17.60b-61a. 

? KJK.39 p.71; KLA.7.41b—43a; KRA.22.92b-93. 
3 §AA.19.69b. 

* KLA. Jyesthakalpa.53-54. 

> Ibid., 72b. 

° VAK.20 p.123. 

1 KLA.7.60a. 

8 KLA. Jyesthakalpa.91-98. 
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Jyestha, at the time of Pallavas and their contemporaries viz. 
Pandyas, Muttaraiyars and Calukyas (probable date of the final versions of 
these Agamic texts) enjoyed very prominent position as one of the 
auspicious deities. Her image was present in the cave temples outside the 
region of Pallavas ie. Tondaimandalam.' However, her image started 
appearing in the structural temples in this area right from the period of 
Narasihmavarman II Rajasimha, the author of Kailasanatha temple at 
Kanchipuram (Plate LV-a and LV-b). Her form was a common one even 
on the stone slabs (Plate LV-c). This view is well supported by her images 
found in various places as well as the festivals in her honour. For instance, 
one of the rituals related to her is Jyesthavrata. The speciality of this vrata 
is that it is meant for brahmacarins.’ Performance of this is commended in 
the month of Jyestha on the asterism of Jyestha. The vrata is very 
beneficial to those desirous of good progeny, wealth, victory and 
knowledge.* Moreover, it must be concluded with honouring the 
sumangalis (women with husbands alive)’ as we find in case of the 
auspicious deities such as Laksmi and Durga. However, one can notice that 
this deity had been labelled as inauspicious in later times. 


Saptamatr-gana 

The seven mother goddesses collectively called Saptamdatr-gana, 
Mair-devata and Kali-gana,’ have very important role in the Agamic rituals 
of both Saivism and Vaisnavism. Their sub-shrines (asraya-dlaya), posture, 
festival on par with that of Visnu and their presence in all the rituals of 
Visnu temple confirm their high-esteemed status in the Visnu temples and 
the society as well. A distinguished place called mdtr-sthana referred to in 
the Vaikhdnasa treatises authenticates their independent shrines to be 
present in the town or village. That the trees should not be removed from 
the place allotted to these mother goddesses (mdtr-sthana) is very 
significant in as much as their place is surrounded with many trees and 
their environment is not disturbed. Moreover, it is implied that the location 
of mother goddesses could have been under the control of the clause of 
non-Vedic people. However, their inclusion in the temple of Visnu 
following the Vedic system shows how the authors of the Vaikhanasa 
treatises have accommodated these deities and have elevated them to the 





'K.R. Srinivasan, op. cit., p.2. 

2 KLA: Jyesthakalpa.140. 

3 Tbid., 136-138. 

* Ibid., 159. 

> [bid., 144, 157. 

° KRA.5.242b; VAI.20 p.67; VAK.20 p.131. 
1 KLA.25.25b. 
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status on par with those deities which are to be worshipped with the Vedic 
mantras. 


The images of Matr-devatas must be depicted in seated posture 
irrespective of the posture of the dhruva image (of Visnu) in the main 
sanctum,’ which is, according to Bhrgu, also the injunction of the early 
authors. All of them must be depicted sitting in prasardsana posture with 
right leg folded and left one thrown down. All of them are three-eyed and 
may be adorned with ornaments in the form of serpents (naga-dbharana). 
These deities, except Varahi, have human face; they have terrible 
countenances with protruding teeth and have the crescent moon adorning 
their crown.” According to Marici, pisdca is their vehicle and emblem of 
their dhvaja’ but the swan is prescribed as their symbol collectively.* 


Brahmani 

Brahmani, also referred to as also Pingala, Gauri and 
Sarvatomukhi,’ has the complexion of pirigala (tawny brown) or like gold 
(rukma). This four-headed one is adorned with jata and is clothed in red. 
Of the four hands, the upper right hand holds aksamala and the left one 
carries lotus’ (kamala) or kalasa (pitcher). The darbha® is the symbol of 
her dhvaja. Swan is her mount. 


Saritpriya 

Saritpriya,’ referred to also as Rudrani, Sarvapriya, Visvarupa, 
Ugra and Ganesvari,'° appears with fierce countenance. She has three 
reddish eyes and four hands holding her attribute sala. Her complexion is 
white (Sveta) or Syama and she is clothed in black (krsna). This deity with 
braided hair-lock (veni or kesabandha) has bull (saurabheyi) as her mount 
and swan as her emblem of dhvaja. 


 KRA.5.86b-87a. 

? Tbid., 5.241-242a. 

> VAK.20 p.131. 

* VAS.33.39b. 

> KRA.5.230-231a; VAI.21 p.67; VAK.20 p.131. 

° §AA.36.64a; VAK.20 p.131. 

1 VAI mentions ‘kamala’ (lotus). Though these mother goddesses are depicted 
holding the attributes of corresponding deities, it is possible here to depict 
Brahmani with lotus, for one can find in VAS (6.31-33) Brahma depicted with 
lotus in his upper left hand though it is very rare both in description in the treatises 
as well as monuments. 

® This must be bunch of darbha grass or the same in the form ofkarca as found in 
the image of sages. 

? KRA.5.231b-233a; VAI.21 p.67; VAK.20 p.131. 
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Vaisakhini 

Vaisakhini,, invoked also as Kaumari, Dambini, Gayatri and 
Sanmukhi,’ is stated to be the subordinate to Guha generally known as 
Skanda. She has red or golden complexion and is clothed in red or white 
(sveta). She has six heads and four hands holding the weapon sakti. The 
chameleon (Arkaldsa) is the mark of her dhvaja. 


Vaisnavi 

Vaisnavi, cited also as Visvagarbha, Visormini, Krsnabha and 
Rohini,’ is four-armed holding cakra and sankha. She is of Ssyama 
complexion and is dressed in pitambara or cloth in blue (nila’) colour. 
Garuda is her mount as well as the emblem of her dhvaja. 
Varahi 

Varahi,° also referred to as Varada, Urvi, Vajradamstri,’ has krsna 
or krsna-Syama complexion and she is clothed in red or white. She has the 
face of the varaha (wild-boar) with mighty protruding teeth (damstra). Of 
the four hands, she holds cakra and sankha in two, probably the upper 
ones. Marici describes her holding some weapons without mentioning the 
name. The wild boar (Varaha) is her vehicle and symbol of her dhvaja. 


Indrani 

Indrani, known also as Mahendri, Jayanti, Kausiki and 
Ghanaghani,’ has the complexion of yava plant.(yava-sasya) or Syama and 
is clad in white or red dress. She is four-armed holding the mighty weapon 
vajra. She has bamboo-leaf (venu-patra'’) as the insignia of her dhvaja. The 
horse Sukatunda is her mount. 
Kali 

Kali, invoked also as Nalikadamstri, Visaha and Vedadharini, has 
§yama or krsna complexion and dressed in red. She has a very ferocious 


face with terrible but beautiful protruding teeth, reddish angry eyes and the 
eyebrows raised upwards furiously. Her hairs are resplendent like the 





' KRA.5.233b-234; VAI.21 p.67; VAK.20 p.131. 

? KLA.25.25b-26; SAA.36.65a; VAK.20 p.131. 

3 KRA.S.235; VAI.21 p.67; VAK.20 p.131. 

* §AA.36.65b; VAK.20 p.132. 

> This is as per another reading of the relevant passage of Kriyadhikara. 
° KRA.5.236-237a; VAI.21 p.67; VAK.20 p.131. 

1 §AA.36.66a; VAK.20 p.132. 

8 KRA.5.237b-238; VAI.21 p.67; VAK.20 p.131. 

? KLA.25.25b-26;, SAA.36.66b; VAK.20 p.132. 

It is ‘Sukatundadhvaja’ as per another reading of Kriyadhikara. 
1 KRA.5.239-240; VAI.21 p.67; VAK.20 p.131. 
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flames of the fire. This deity holds sila, pasa and kapala in her hands. 
Pisdca is the emblem of her dhvaja. This deity is different from Bhadrakali 
whose temple is to be outside the last @varana in the pada-vinyasa of the 
human settlement. 


The images of all matr-gana should be set up in one and the same 
shrine.’ Their shrine may be on the south in the first” or fifth’ avarana but 
their images should face the north. The individual temple must be allotted 
outside on the north-west of the village.* The group of mdtr-devatas is one 
amongst the deities invited to take part during the festivals before the 
ritual of dhvajarohana.’ In the sacrificial rites meant for all deities (sarva- 
daivatya-homa), they are invoked and offered oblations.° During the 
consecration (samproksana or pratistha), this group is invoked to be 
present on the Sayyd-vedi on the south side of the image to be consecrated.’ 
Moreover, the mdtr-gana is invoked in the hollow of the bheri® (drum) 
before it is beaten during the time of Mahotsava,’ for this group is the 
presiding deity of the same. A separate festival is prescribed for these 
Matr-devatas, with unfurling their dhvaja (dhvaja-Grohana) with swan 
symbol as it is performed in the Visnu temples. Their festival must take 
place before that of others including Visnu.? However, their festival 
should not take place when the festival in the Visnu temple is celebrated.” 
During the Mahotsava in Visnu temple, the bali offering must be made to 
Saptamatr-gana near their dhvaja post in front of the temple. 


The images of Saptamatr-gana were absent in the cave temples of 
Pallavas in Tondaimandalam but of their contemporaries viz. Pandyas, 
Calukyas and Muttaraiyars (Plate LVI-b, c, d, e, f).’* Their first 
representation appeared for the first time in the Kailasanatha temple (Plate 
LVI-a) at Kanchipuram by the time of the Pallava ruler Rajasimha. The 
group of Saptamdtr-gana had played an important role in the development 
of Sakti cult. Undoubtedly, these deities had been one of the groups 
elevated to high status by the Vaikhdanasa treatises. 


1 VAK.20 p.131. 

* VAS.46.44a; YAJ.2.26. 

> VAK.20 p.131. 

* YAJ.2.10b. 

° KIK.91 p.175; PRA.24.163a; SAA.54.61-62a. 
° VAS.12.57-70a. 

7 Tbid., 12.9a; YAJ.28.6. 

® Tbid., 31.126a 

” Bheri-tadana is one of the important parts of Mahotsava to intimate all. 
© VAS.33.39b. 
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Attendant Divinities 
The Vaikhanasa treatises mention a number of female deities as 
attendants such as vydjini (fanner) and camara-dhdarini (cowrie-bearer) 
found in groups (gana) viz. Apsaras, Rohini, Naksatra-devatas, Tithi, and so 
on. There presence is considered very important and as most auspicious. 
All of them are invoked in all auspicious occasions of the temples, both 
minor and major, including the daily worship to Visnu. 


Rohini-gana 

The seven female deities generally called Rohinis are born on the 
constellation of Rohini in the month of Tisya, hence the name. They are 
the presiding deities of seven manvantaras.' They are considered very 
pleasant to the people. They must be ever worshipped for the welfare of 
the temple as well as the people. 


The beings of Rohini-gana’ with the complexion of emerald 
(marakata) are clothed in puspa-ambara and white breast-band (kaficuka). 
They are adorned like Bhidevi with all sorts of ornaments. Their black 
knotted-coiffure is slightly bent down. These amusing two-armed ones hold 
flowers in their hands and a parrot-cage. The peacock is their mount and 
their dhvaja has the emblem of peacock or chameleon. 


They are Kunthini, Granthini, Krechrini, Kundini, Vikarini, 
Dadruni and Indriyavikarini.? They are always attended by Sumukha, 
Nandini, Maya, Kikasa, Sulocana, Vahini, Yayint and Kama 
correspondingly. Their guardians are Aksa and Lohitaksa. 


The images of Rohini-gana must be depicted in seated posture 
irrespective of the posture of the dhruva image (of Visnu) in the main 
sanctum sanctorum,’ which is, according to Bhrgu, also the injunction of 
the early authors. Their individual shrine (dsraya-dlaya) may be in second 
precinct (avarana) between the south and southwest... This group is one 
amongst the ganas (groups) of deities invited to take part during the 
festivals before the ritual of dhvajarohana.® These deities are placed in the 
south of the temple in the first’ or fifth dvarana.* Their images must be 
facing the north. Similarly, during the consecration (samproksana or 


1 KLA.25.28b. 

2 Tbid., 15.100b-104; KRA.5.188-189a; VAI.21 p.71; VAK.20 p.132-133. 
3 KLA.25.27-28a; VAK.20 p.133. 

4 KRA.5.86b-87a. 

5 KLA.7.59a. 
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pratistha) rituals, this group is invoked to be present on the Sayydvedi on 
the south side of the image to be consecrated.’ 


Nadi-devatas 

The Vaikhanasa Agamic treatises talk about some of the river 
goddesses generally well known as Nadi-devatas. Their presence is 
considered auspicious and holy hence, they are depicted at the entrance of 
the shrines. It is to be noted that they are ever invoked in the water used 
for both temple and domestic rituals. 
Ganga 

Ganga, known by different names such as Nalini, Jahnavi, 
Lokapavani and Bhagirathi,’ is yellow (pita) in hue with white clothes. 
Alternatively, she may be depicted in white (sveta) complexion with yellow 
(pita) garments. She has black curled hairs. Her both hands are folded in 
hrdaya-anjali gesture. Her mount and emblem of dhvaja is tortoise. 
Ganga,’ bedecked with all sorts of ornaments, must be depicted seated on 
the pedestal shaped like tortoise? (karma) in prasdrasana posture. She 
should not be shown in standing posture. She holds a white lotus in both 
the hands one placed on the pedestal and another near her face in the 
attitude of smelling. Alternatively, she may be depicted opening the white 
lotus and smelling the same. Sakuri is her attendant. Her mount is swan 
which is also the emblem of her dhvaja. 


The image of Ganga must be depicted as dvara-palika on the side of 
the first entrance of the chamber allotted to Yoga-sayana Visnu® on the 
top floor in the three-tiered structure commended for the installation of 
nine primary images (Navamiirti). Ganga’s image is to be on the south of 
eastern entrance of the third precinct (a@varana) facing the north.’ Her 
individual shrine (@sraya-dlaya) may be on the northern side of the main 
sanctum of Visnu® or on the northwest in the second avarana. She is 
shown also as the first dvara-palika of the temple dedicated to Durga. '° 








1 VAS.12.9a; YAJ.28.6. 

2 KRA.5.182-183; VAI.20 p.62; VAK.20 p.122. 
> SAA.36.36b-37a. 

4 KLA.15.82b-84; KRA.5.182-183. 
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In the panel of Trivikrama, Ganga is shown flowing from the 
upraised foot of Visnu. In this, her body above the navel alone must be 
depicted. During the consecration (samproksana or pratistha) ceremony, 
Ganga is invoked to be present on the Sayyavedi on the northern side of the 
image to be consecrated.' 


Yamuna 

Yamuna’ has syama or nila complexion and is draped in red dress. 
This two-armed one holding flower must be represented with very 
prominent breasts and black curly hair. Fish is her mount and emblem of 
her dhvaja. She is invoked with also other names viz. Sthapika, Nadivara 
and Pavani. An individual sub-shrine of Yamuna may be on the south of 
Visnu’s sanctorum in the first’ or third dvarana (precinct).* She must be 
depicted as dvdrapalika on the side of the first entrance of the 
compartment fixed for Yoga-sayana Visnu’ on the top floor in the three- 
storied temple meant for the installation of nine primary images 
(Navamirti). She is also the dvara-palika of the first entrance of the Durga 
shrine. 


Narmada 

Narmada,’ depicted seated in sukhasana posture, is red (rakta) in 
hue and she is clothed in white (Sveta). She holds a garland in her hands. 
Tortoise (kiirma) is her mount as well as the distinct mark of her dhvaja. 
Her place is on the west in the third precinct where her image must be set 
up facing the east.*® 


Sindhu 

Sindhu’ has krsna-sveta complexion and she puts on puspa-vastra. 
Decorated with the coiffure of hair knotted over the head (udbaddhakesi), 
this two-armed one holds lotus. Makara is her mount and emblem of her 
dhvaja. She is allotted a place on the north in the third precinct where her 
image must be set up facing the south."” 


' VAS.12.12b; YAJ.28.8. 

2 KLA. Durgakalpa.135b; VAI.20 p.63; VAK.20 p.122. 
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Apsaras-gana 

The eight Apsaras collectively called Jayadi' are the attendant 
deities generally shown with cowrie (camara) flanking on the sides. These 
two-armed ones may be depicted holding lotus. They have beautiful 
knotted black coiffure turned aside. They are decked with all sorts of 
ornaments in addition to wearing the garments in upavita fashion. The 
parrot is the mount as well as the emblem of their dhvaja. They are Jaya, 
Vijaya, Vinda, Pustika, Nandaka, Kumudvati, Utpalaka and Visoka. Bhrgu, 
in Prakirnadhikara, refers to some authorities holding the view that these 
Apsaras must be depicted in seated posture” but he confirms their stance 
as sukhasana posture in Yajfiddhikara.’ Marici* describes the Apsaras in 
general as having golden complexion and wearing puspavastra. The swan is 
their mount as well as the symbol of their dhvaja. 


Jaya has the complexion of Syama or light or dark red or red 
(rakta) and is clad in the cloth of the colour of parrot’s feather or that of 
the tender leaves of dirva grass. She as the fanning attendant to Purusa® 
and Satya,’ Acyuta® and Aniruddha.’ Vijaya’ is of golden (hataka) or 
red (rakta) complexion with the garments in the colour of parrot’s feather 
(sukapatra). She is depicted as fanner to Acyuta'’ and to Sridevi to be 
established in an independent shrine (svatantra-dlaya).’* Vinda’’ has 
harita or yama complexion and she is clothed in red. She is the fanner to 
Acyuta."* Pustika’? has the complexion of gold (kanaka) or blue (nila) and 
she is clothed in white or syama. She is depicted as the fanner to 
Aniruddha set up on the northern side on the ground floor in the three- 


1 KLA.13.74b; KRA.5.239-240; PRA.10.48b; VAI21 p.67; VAK.20 p.132; 
YAJ.22.3738a. 

2 PRA.10.49, 
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° KIK.34 p.64. 
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storied structure of Navamirti.| Nandaka’ is of the complexion of ghataki 
flower or lotus (padma) and is clothed in the colour like the feather of the 
bird called jhasa or casa. Kumudvati>? has the complexion of kumuda 
flower and clothed in Syama or sasya-Syama. She is the fanner to 
Aniruddha.* Utpalaka° is of the complexion of utpala flower and she is 
dressed in the colour of blue (nila). She is the fanner to Aniruddha.° 
Visoka’ has the complexion of flower or leaf of afoka or like sky (akasa) 
and she puts on clothes of the colour of parrot’s feather. 


The presence of the apsaras-gana is considered very auspicious. 
Therefore, they are invoked in all the temple rituals. The group of Apsaras 
is one amongst the deities invited before the commencement of 
dhvajarohana ritual to take part during the mahotsava® and to receive 
havya (oblations) and bali. In the sacrificial rites meant for all deities 
(sarva-daivatya-homa), they are invoked and offered oblations in the 
gdrhapatya-agni meant for the chief deity ie. Visnu.. During the 
consecration (samproksana or pratistha) ceremony, this group is invoked to 
be present on the Sayyadvedi on the south side of the image to be 
consecrated.”” 


Camaradharinis (Cowrie-bearers) 

Sura!’ has the complexion of red (rakta) and she is clothed in the 
colour of japd flower. A crest-jewel made of flowers (puspacida) adorns 
her black bend-coiffure just above the forehead. She is two-armed holding 
flowers in them. Pigeon is her mount as well as the mark of her dhvaja. She 
is the fanner to Satya’? or Purusa.’? In addition, she is depicted as 
dvarapalika on the second door of the cell allotted to Yoga-Sayana Visnu 


' VAL39 p.134; VAK.36 p.250. 
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on the top floor of the three-tiered structure meant for the installation of 
Navamariti.' 


Sundari,’ resembling Sura in all aspects, has golden (kanaka) 
complexion and dressed in white (sita). This two-armed one holding 
flowers in them is depicted with black-bend coiffure. Swan is her mount 
and emblem as well. She is depicted as fanner serving Satya® and Purusa.* 
Moreover, she is the doorkeeper on the second door of the chamber 
allotted to Anantasayana on the third floor of the temple meant for the 
installation of Navamarti. 


Svaha° is of golden (rukma or rugma) colour and is clad in red 
clothes and she appears with black coiffure turned sideward. She has two 
hands holding flowers. Swan is her mount and emblem of dhvaja. She is 
represented as fanner to Aniruddha.’ 


Svadha* has the complexion of sita-Syama and is draped in black 
(krsna) clothes. This two-armed one holding flower in them has black and 
knotted bend-coiffure. Swan or parrot is her mount and symbol of dhvaja. 
She is referred to as the fanner to Aniruddha.” 


Maya’® has the complexion of gold (kanaka), red (rakta) or Syama 
and is clothed in white (sita). With the black curly hair, she is adorned with 
a crest jewel made of flower atop forehead. This two-armed one holds 
flowers in them. Peacock is her mount as well as emblem. In the panel of 
bhoga-sthanaka"' and bhoga-asana” aspect of Visnu, she is placed in the 
paisaca-pada next to the hind wall holding camara (cowrie) or vyajana."* 
She is the fanner to Visnu’* and Purusa® set up on the western side in the 
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structure of Navamurti. This deity gets a special ritual in case the dhiipa- 
patra falls down during the time of rituals.' 


Samhladini’ has golden (kanaka) or red (rakta) complexion and is 
clothed in bright-white (Sukla) or white (sita). This two-armed one with the 
black and bend coiffure, holds flowers in them. Swan is her mount as well 
as the symbol of her dhvaja. In the dhruva forms of Visnu viz. bhoga- 
sthanaka’ and bhoga-dsana,’ she is depicted next to the hind wall holding 
camara or vyajana (fan). She is the fanner to Visnu’ and Purusa® set up on 
the western side in the structure apt for Navamiirti. This deity is to be 
worshipped in a special case if the dhipa-patra happens to fall down during 
the time of rituals.’ 


Raka® has the complexion of gold or gold blended with white 
(hema-misra-sita) and she is clothed in red. This two-armed one with the 
black coiffure holds lotus in hands. Swan is her mount as well as the 
emblem of her dhvaja. As she is depicted holding kumbha (pitcher) in her 
hands, she is invoked in the chidra-kumbha or kumbha during the time of 
ankurarpana ritual.’ 


Sinivali,"” known also as Prthustuka and Devesani," is the deity of 
one of the fifteen Tithi personified. She has the complexion of sita-syama 
or white (sifa) and is clothed in the colour of syama or like sami flower. 
This two-armed one has fully developed breasts and large waist; besides 
she has black coiffure turned sideward. She holds flowers in hands. Swan 
serves the purpose of her mount as well as emblem of her dhvaja. As she is 
the presiding deity of turmeric, sandal paste and so forth, she is invoked in 
them whenever they are used for the ritual in the temple of Visnu.’? As she 
is depicted carrying Sardva,* she is invoked in them during the 


1 KRA.26.136-137; SAA.72.66b-67a; YAJ.47.114. 

? KLA.18.47b; SAA.37.36a; VAI.20 p64; VAK.20 p.125. 

> KIK.53 p.94; SAA.20.23b; VAL15 p.48; VAK.19 p.93; YAJ.15.16a. 

4 KIK.53 p.94; KLA.18.47; VAI.16 p.49; VAK.19 p.96; YAJ.15.32b. 

> KIK.77 p.146; KLA.18.47; SAA.37.36a. 

° VAI39 p.133; VAK.36 p.250. 

7 KRA.26.136-137; SAA.72.66b-67a; YAJ.47.114 

§ KLA.13.76a; PRA.10.52a; VAI.20 p.64; VAK.20 p.125; YAJ.22.40b. 

° KIK.58 p.101; KLA.16.42a; KRA.37.42b; VAK.26 p.201; YAJ.22.24. 

0 KLA.13.75b; 16.42a; PRA.10.52b; VAI.20 p64; VAK.20 p.125; YAJ.22.41a. 
' KIK.88 p.169. 

” Ibid., 88 p.169; 93 p.180; KLA.29.118b; VAI49 p.170; VAK.47 p.320; 49 p.334; 
VAS.43.180, 123a; YAJ.34.71; 35.10; 36.21a; 42.29b, 33b. 

8 KIK.58 p.101; KLA.16.42a; PRA.10.52b; VAI.30 p.105; VAK.26 p.201. 
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performance of the ankurdrpana ritual’ which is essential in all auspicious 
rituals. 


Kuhi,’ deity of one of the fifteen Tithi, has the complexion of 
Syama or that of nila-indivara (blue lily) and is clothed in puspavastra, 
patravastra’ or golden-coloured garment. She, adorned with black coiffure 
turned aside, is depicted with two hands holding lotus in them. Bird’ is her 
mount as well as the emblem of her dhvaja. 


Anumati, the deity of one of the fifteen Tithi, is of the complexion 
of sita-syama and clad in the dress of red hue like japd or Sami flower. This 
one has two hands carrying flowers in them. Bird® is her mount and 
emblem of her dhvaja. 


Candrabha,’ of the white (sveta) complexion, is two-armed holding 
flower in her hand. She, with slim body, is clothed in black garments and is 
adorned with a flower as crest-jewel (ciida) atop her forehead. Bird is her 
mount and emblem of her dhvaja. She is placed on the north facing south. 


Vipa® has the complexion like patali flower and draped in red 
clothes. This two-armed one holding flowers is adorned with black” curly 
hair with a crest-jewel above her forehead. Her mount and symbol of her 
dhvaja is swan or lion. 


Vyajini,’ golden-coloured (hema) and clothed in the hue of syama, 
has beautifully decorated black coiffure somewhat bent down. This two- 
armed one holds flowers. The parrot is her mount and emblem of dhvaja. 
In the three-tiered structure suitable for the installation of Navamiirtis, she 
is depicted as fanner to Adimirti established in the middle tala (floor)."" 





' KRA.37.43a; YAJ.22.24b. 

? KLA.13.75a; VAI.21 p.67; VAK.20 p.131. 

3 As per the Appendix of Rao, it is puspavastra but it is patravastra ‘leafy dress’ 
according to the edition of Anantasayanam Series. 

4 The word ‘khadga’ meaning ‘sword’ found in Vaikhdnasagama does not suit here 
as her mount. The word ‘khaga’ meaning ‘bird’ found in Vimanarcanakalpa is apt. 

> VAL21 p.67; VAK.20 p.131; KLA.13.76b. 

° The word ‘khadga’, as in the case of Kuhii, should be taken as ‘khaga’ meaning 
‘bird’ as found in Vimandarcanakalpa aptly. 

7 VAI21 p.71; VAK.20 p.139. 

8 VAI.21 p.71; VAK.20 p.138-139. 

° The hair is black according to Rao’s appendix but it is red as per the Trivandrum 
edition. 

10 VAI.21 p.71; VAK.20 p.139. 

l VATI.39 p.133; VAK.36 p.249. 
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Kamini’ is of complexion like ratna or red (rakta) and is clad in 
white (Sveta) dress. Her other aspects resemble that of Vyajini. In the ti- 
tala shrine commended for the nine major forms of Visnu (Navamiirti), she 
is depicted as fanner to Adimiarti established in the middle tala (floor).’ 


There are some more divine beings found as fanners. Bhadra’ has 
red (rakta) complexion. She is depicted as fanner to Purusa,’ Satya” and 
Acyuta.° Guha is the fanner to Acyuta.’ Tusti is the fanner to Acyuta.® 
The group of beings called Tithi-devatas mentioned in the Vaikhdanasa 
treatises are also the presiding deities of some material used in the temple. 
Saptami, the deity of the seventh Tithi, is of golden complexion and is clad 
in the garments of syama hue.’ Astami,'° the deity of the eighth Tithi 
(astami), is of Syama complexion and is clad in golden-coloured clothes. 
Subhadra,"' the deity of twelfth Tithi (dvadasi) has yellow (pita) 
complexion and is clad in garments of the colour of japa flower. Kanya,”” 
the deity of thirteenth Tithi (trayodasi) is of red complexion and is clothed 
in Syamala hue. Sumukhi,’® the deity of fourteenth Tithi (caturdasi) has 
syama complexion and is clothed in the colour of molten gold (tapta-hema). 
Pausni‘* or Paurnamasi, has Syamala complexion and is clad in yellow 
(pita) garments. 


1 VAI21 p.71; VAK.20 p.139. 

? VAI.39 p.133; VAK.36 p.249. 

3 KIK.77 p.145; KLA.18.37b; SAA.37.24a. 
“ KIK.34 p.64. 

> [bid., 77 p.145; KLA.18.37a; SAA.37.24a; VAL39 p.133; VAK.36 p.250. 
° VAI.39 p.133; VAK.36 p.250. 

1 KIK.34 p.64. 

8 Tbid., 34 p.64. 

° KLA.13.78. 

10 Thid., 13.78. 

" Ibid. 13.79a. 

”2 Ibid., 13.79b. 

8 Ibid., 13.80a. 

4 Ibid., 13.80b. 


CHAPTER VII 
PARIVARA-DEVATAS 


(Divinities in temple precincts) 


The treatises of Vaikhadnasa system mentions a number of deities to 
be invoked and worshipped even in the daily worship and rituals both in 
temple and the houses. They are classified into various groups depending 
on their functions in the temple structure and rituals as well. 


Depending upon the number of members, the temple and worship 
are classified into three grades. The lowest grade (adhama-adhama) is that 
where Senesa (Visvaksena) alone accompanies Visnu. The presence of 
Garuda and Senesa makes it lower (adhama-madhyama). The low grade 
(adhama-uttama) consists of eleven members i.e. Dikpdlakas and Surya, in 
addition to Garuda and Senesa. Presence of Nava-grahas in the second 
avarana makes it to be madhyama-adhama.' 


Among the members of pdrsada-devatas, Ananta, Garuda, 
Visvaksena, Pitamaha (Brahma) and Vikhanas (Munirat) are called anadi- 
Vaisnavas.2 As per Kriyadhikara, Visvaksena, Sribhita and Garuda in the 
first @varana (precinct) and Cakra, Dhvaja, Abja and Yuthesa in the 
second precinct are Anapayins i.e. inseparable ones of Visnu.’ The temple 
or any ritual does not serve the purpose if it is devoid of the deities 
collectively called anapdyins.' Their images should not be established in 
one and the same cell or shrine.” The parsada group includes Anapdyins, 
dvara-devatas, dvara-palakas, vimana-palas, gopura-palas, dik-palas, nava- 
grahas, sages (rsi) and camara-dharins. 


Among the pdrsada-devatas of Visnu, the trio consisting of 
Sudarsana, Garuda and Visvaksena have the special honour and worship in 
almost all temple rituals right from the selection of site (karsanddi) to 
consecration (pratisthanta) of the temple and thereafter in every temple 
rituals. They are worshipped at the ritual of soil testing’ when the plants of 


" Ibid., 15.234-238a. 

* KRA.29.181. 

* Ibid., 5.96-997a. 

* KLA.15.223b; VAS.4.37. 

° KLA.15.222b. 

° There are some rituals and ways to test the quality of the land, where the temple 
is to be built. The land is tilled and the seeds are sown. When the seeds develop 
into plants, the cows are allowed to graze. Observation of growth of the plants 
enables one to determine the fertility of the land. The cows’ consumption of the 
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seeds sown become well grown before the cows are allowed to graze.’ In 
the ritual of Mrt-sangrahana’ for the utsava, these three deities are 
worshipped before their images are carried in the palanquin to the place 
where the auspicious soil is to be collected. They get a special honour of 
worship before Bhudevi is worshipped.’ At the time of Tirthotsava,’ 
before the Cakra (SudarSana) is dipped in the holy water, these three are 
worshipped in a special manner. According to Marici,” Visvaksena and 
Garuda too optionally have a dip in the water. However, this is not a 
current practice in the temples. 


The images of the Garuda, Visvaksena, the sages (ysis), sub- 
ordinate deities (parivara-devata) and the devotees (bhakta) must have the 
height upto shoulder (hikkd-anta), breast-line (stana-anta) and navel 
(nabhi-anta) of the dhruva icon of Visnu. However, their images should be 
equal in height to that of Sridevi and Bhudevi or one-fourth or one-eigth 
less.° The images of parivdra-devatas should be painted and installed with 
their consorts and vehicles (vahana).’ The images of vimanapalas and 
dvarapalas may be in citra, citrardha or citrabhasa” 


The material for the preparation of the images of pdarsada-devatas 
must be of identical material used for the dhruva icon of Visnu.” Any other 
material inferior to the material of the image of Visnu may also be used. 
However, the images of Visvaksena, Ravi, Skanda and Garuda shall always 
be of stone, mortar or wood irrespective of the material used to make the 





well-grown plants without hesitation or refusal to eat helps to know oS ana of 
the water. 

' §AA.5.1-2a; VAS.2.10-11; YAJ.3.8-9a 

2 Ankurarpana is one of the important rituals performed before the 
commencement of any auspicious ceremony of both temple and household. It 
consists of two sections viz. Mrtsangrahana and Ankurarpana. The fertile soil is 
collected from the prescribed auspicious places and brought to the temple and the 
soil is filled in the vessels called Palika, made up of clay, gold or copper. Then, the 
nine varieties of seeds (nava-dhanya), already soaked in water, are sown in the 
Palikdas that are to be taken care of until the end of the festival. 

3 §AA.55.21-23, 28; VAI.5S4 p.185; VAK.52 p.346-347. 

* On the concluding day of every temple festival, Tirtha-bera or Cakra, or both, are 
taken to the river or tank where the holy dip ceremony is performed as avabhrta- 
snana is performed at the end of sacrificial rituals. 

> VAI. 56 p.192; VAK.54 p.358. 

° KRA.6.29; VAK.15 p.73. 

7 KLA.14.252-253. 

* Tbid., 7.46-47a. 

? KIK.39 p.71; KLA.7.41b-43a; KRA.5.89b-90; 17.46b-47; SAA.20.45-46; VAI.42 
p.145; VAK.15 p.72; 71 p.448; 72 p.449; YAJ.12.24. 
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image of Visnu. As per other authorities, Bhrgu refers to the images of the 
sub-ordinate deities must be made up of stone without colouring. So also 
refers Kasyapa to Bhrgu. In ekabera or dhruvarca mode of installation of 
Visnu, the images of parivara-devatas must be of stone. 


The postures of the images of parivara deities depend on the 
posture of the dhruva image of Visnu in the main sanctum sanctorum.’ 
Their images must be depicted in standing (sthdnaka) stance in case the 
main dhruva image is in standing posture; their images may be either in 
standing (sthanaka) or seated (dsina) posture if the dhruva image of Visnu 
is in reclining (Sayana) or sitting posture. However, the icon of Visvaksena 
and Vighnesa shall be in seated posture. 


The temples or shrines allotted to the parivadra-devatas must have 
the measure of three hasta’ and the height should be half of the main 
prasdda. The temples may also be of the height equal to kapota (cornice) 
or mantapa or prakara® of the main shrine of Visnu. They should have all 
sorts of ornamental works. The temple (asraya-dlaya or parivara-dlaya) of 
the subordinate deities housing both dhruva and kautuka icons is of uttama 
grade; it is of madhyama grade in case it is ekabera; and it is adhama if it 
has only the pitha (pedestal) for the deity.’ 


Amongst these divine beings called Anapayins, Sribhita and 
Garuda may be placed near the main shrine whereas Cakra, Sankha and 
Dhvaja may be placed near the bali-pitha (Maha-pitha), thus Marici refers 
to views of some others.° Generally, ‘some others’ may mean the other 
sages of Vaikhanasa system or the practices prevalent in other places. 


Ananta 
Ananta, one of the five members called anadi- -vaisnava,” is very 
auspicious (subha) amongst the group labelled as anapayin.’ He is the 
divine being serving the purpose of soft couch (bed) to Visnu in his 
reclining posture. According to Periyalvar, one of the Vaisnava poet saint, 
Ananta is one of the two in whose mind the Lord Visnu is ever present, the 
other being Garuda. He is invoked also with other names such as 

Sahasrasirsa, Sesa, Nagaraja and Nagapa. 





' KJK.39 p.71; KLA.7.43b-45;, KRA.5.85-87a, 60-61; 17.35-36a; SAA.20.47-48. 
2 KLA.7.63b. 

3 Tbid., 7.40. 

4 KRA.S.314, 315a. 

° VAK.20 p.119. 

® KRA.29.181. 

7 KLA15.223a. 
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The terms such as Nagaraja and Sahasrasirsa confirm his supremacy 
over the serpents. The term ‘Ananta’ meaning ‘infinite’, the common term 
used for Visnu, indicates his eternal association with the Supreme Being. 
Similarly, another name i.e. ‘Sesa’ also indicates his inseparable and eternal 
association with Visnu. Poykaiyalvar, one of the three early Alvars, states 
in his hymnal work,’ “Ananta serves Him i.e. Visnu as parasol when He is 
moving, as simhdsana when He is seated, as wooden sandals when He is 
standing, as a float on the milky ocean while He is reclining and also as 
auspicious lamp in His place, His silken cloth and His pillow”. Moreover, 
by worshipping Ananta, one gains the world called Amoda, the place of 
Visnu, which fact also confirms his status on par with Visnu, the Supreme 
Being. 


Ananta,’ consort of Javani or Sura or Varuni, has the complexion 
of gold or white (sita or §veta) or like conch and he is clothed in blue or 
yellow. This two-armed one with afijali-mudra or holding lotus in them and 
adorned with kirita or karandika-makuta is depicted seated on the 
simhasana. His head is overshadowed by snake-hood consisting of nine, 
seven or five heads rising behind his head so that his form resembles that of 
Aniruddha. His emblem may be a snake or makara’ which is also his 
mount. 


In another type,’ Ananta is depicted with his consorts Jaya and 
Pustika. His form resembles that of Aniruddha. His image may be in full 
human form. Alternatively, he may have the human torso with the 
serpentine form below, either in standing or seated posture. He may have 
two or four hands. His lower right hand has abhaya gesture and the left one 
may be in varada or kataka pose. He is adorned with kirita and all sorts of 
ornaments. His head, above the usnisa (turban) is overshadowed with the 
serpent hood consisting of seven, five, three or one head. His consorts Jaya 
and Pustika decorated with crest-jewel of gem (mani) are depicted on the 
right and left respectively. Both of them have human form above the navel. 
Both of them are two-armed and they hold utpala (lily) in one hand and 
another in abhaya gesture. 


According to Prakirnadhikara, the installation of Trivikrama image 
in astanga fashion includes also Ananta in addition to Mahi, Prahlada, Bali, 


1 Mutal Tiruvantati, 53. 

2 KRA.5.173b-174; PRA.10.34-35; SAA.21.31b-32a; VAK.20_ p.114-115; 
YAJ.22.31b-32; EHII.2. p. 

3 The term ‘sagaradhvaja’ found in Vimanarcanakalpa must be ‘makaradhvaja.’ 

* KRA.29.177; VAS.24.2-8a. 
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Namuci, Sukra, Garuda and Vasuki.’ As per this, one can find a beautiful 
wooden image of Ananta in the Trivikrama temple at Tirukkovalur. 


Ananta is allotted a separate cell on the left side of the gopura in 
the first dvarana.? He may be depicted as the dvara-palaka of the third 
entrance’ (dvara), the second davarana* or the third dvarana. His image 
may be set up facing the west.° Ananta’s image may be made of stone 
Ieee Spe cin of the material used for the dhruva icon of Visnu in the main 
shrine. 


Bhrgu® states that Ananta’s image may be set up on the northern 
side of the temple on the ground or next to anthill (valmika). Ananta’s 
worship destroys the diseases like kustha (leprosy) and apasmara 
(epilepsy). The woman who lost her child as well as a barren woman 
achieves her desire by worshipping Ananta on Sunday. Finally, she 
reaches the worlds called Amoda. This result might have influenced the 
development of serpent worship on the anthill (valmika) that is prevalent 
especially in South India. 


Garuda 

Garuda, the mount of Visnu, is one of the immediate and 
inseparable attendants known as anapdyins. In Ramayana, in the context of 
battle, he relieved Rama and Laksmana from the enwrappment by the 
snakes (ndga-pasa) and he introduced himself to them as their friend and 
the vital force of the Supreme Soul moving outside.’ He is one of the 
deities eulogized in the Vedas to have beautiful wings (suparno’si 
garutman). He occupies in almost all the magical medical treatments as a 
remover of the diseases. Garuda-stambha, erected by the Greek 
ambassador Heliodorus in the 2’ century BC in Vidisa (Madhya Pradesh) 
is one of the earliest evidences to show the status of Garuda with Visnu 
(Narayana). 





1 PRA.14.38b-39. 

2 KLA.7.48b; VAS.24.9a. 

3 §AA.21.30b. 

4 KRA.29.178; VAS.24.9a. 

5 §AA.21.32b, 34a. 

6 YAJ.22.32a. 

T §AA.69.126-128a. 

8 VAS.24.9b, 29b-31. 

° Ramayana, Yuddhakanda, 50.46: 
aham sakha te kakutstha priyah prano bahiscarah / 
garutmaniha samprapto yuvayoh sahyakaranat // 
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Marici states that at the time of Tirthotsava, Garuda accompanied 
with other two optionally have a dip in the water.’ It clearly indicates his 
prominence in the temple. However, this is not in practice in the temples 
currently. The temple festival always commences with the dhvaja-arohana 
i.e. raising the banner of cloth with the image drawn on it (Plate XLVIII- 
b). Similarly, the festival ends with the dhvaja-avarohana. During the 
Mahotsava as well as some important occasions in South Indian Visnu 
temples even currently, the day on which the Lord being placed on the 
back of Garuda is taken in procession (Garuda-seva) is considered to be 
very important (Plate XLVIII-d). On the corner of the superstructures as 
well as on the rampart walls of the temple, Garuda is depicted in 
padmasana with afijali gesture. 


Garuda is the embodiment of the Vedas.’ Bhrgu’ describes his 


limbs as - his head represents the s@man called Trivrt, his eyes Gayatra, 
his soul Stoma, his body (torso) Vamadevya, his wings Brhad and 
Rathantara, his tail Yajhayajfiiya, his limbs the Chandas and his claws 
(hoof or sapha) the Yajus. 


Garuda, born on the Svati constellation in the month of Tisya, is 
popularly known by various names such as Vainateya, Garutman, Suparna, 
Khagadhipa, Visa and Paksiraja. He is the mount (vahana) and the emblem 
of Visnu’s banner (dhvaja). Garuda’s icons are placed on the 
superstructure (vimana) of the Visnu temples. 


Of the divine beings called Anapayins, Garuda’s anga-dlaya is 
closest to the main shrine exactly in front of the main shrine of Visnu.’ The 
height of the icon of Garuda should be upto the shoulder (hikka-anta), 
breast-line (stana-anta) and navel (nadbhi-anta) of the dhruva icon of Visnu, 
installed in the main sanctum. Alternatively, the icon may be equal in 
height to that of Sridevi and Bhudevi or one-fourth or one-cighth less.” 
Though the rule that the pdrsada-devatas must be of identical material used 
for the dhruva icon of Visnu, the icon of Garuda has always to be of stone, 
mortar or wood.® The posture of Garuda depends on that of the icon of 
Visnu in the main shrine. Garuda’s icon must be in standing posture if the 
dhruva-bera of Visnu is in standing stance; and, Garuda may be depicted 


' VAL. 56 p.192; VAK.54 p.358. 

? KLA.15.56a. 

> KRA.S.167b, 170-171. 

4 VAK.20 p.119. 

> KRA.6.29; VAK.15 p.73. 

° KJK.39 p.71; KLA.7.41b-43a; KRA.5.89b-90; 17.46b-47; SAA.20.45—46; VAL.42 
p.145; VAK.15 p.72; 71 p.448; 72 p.449; YAJ.12.24. 
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either in standing or seated posture in case the dhruva-bera of Visnu in the 
main shrine is in seated or recumbent posture.’ 


Garuda’s image on the banner cloth (dhvaja-pata) has to be in the 
svastika or flying posture, while the image in the shrine allotted to him has 
to be in the Garudasana or brahmasana posture. His eyes have to be 
carved as if looking at the ground in a supplication mood. The image must 
be shown wearing the eight serpents. He is one of the three deities with five 
colours mentioned in the iconographical texts. The image to be drawn on 
the banner should be proportionately to the height of shoulder (bahvanta), 
ear (karnanta), breast (standnta) or navel (nabhyanta) of the dhruva image 
of Visnu installed in the sanctum sanctorum. Alternatively, Garuda’s image 
may be with the height equal to the height of suddha-dvara (interior frame 
measure) of the main door or more or less one or two quarters of the same. 
In the same way, his height may be equal to half of the height of the 
sanctum sanctorum or three-fourth or equal.’ He must be depicted in 
madhyama nava-tala’ or navardha-tala measure in one of the three 
flexional standing stances (bhanga) in particular in atibhanga posture." 
Garuda may be shown seated in padmdsana, vajrasana, svastikasana or 
Virdsana posture.” 


Garuda,° in full form, is depicted in swift flying pose with his wings 
fully spread out. His left leg is shown folded well behind while another one 
is stretched and raised behind. His left hand is stretched out and his right 
one is shown to hold a lotus or a lily. Alternatively, both the hands may 
bear afijali gesture. The serpent Sumukha adorns his right shoulder. This 
depiction is for the welfare of the grama (human settlements). 


In the form meant for victory,’ Garuda has to be shown in 
Garudasana, a typical seated posture so named on account of Garuda’s 
position. One of his legs is firmly planted on the pedestal with his knee 
raised and another one is stretched behind with bend at his knee. In case 
the dhvaja is meant for the welfare of the sages (rsi), Garuda is depicted in 
padmasana sitting posture on padmapitha in meditating pose.® 





' KRA.29.140b-141. 

* VALS3 p.181; VAK.51 p.340. 

3 KJK.5S0 p.87; 91 p.174; KLA.15.56a; 32.24b;VAI.53 p.181; VAK.51 p.340. 

4 PRA.24.56a. Atibhanga posture indicates the heroic attitude which suits to the 
description of Kasayapa ‘viraraudrasamanvitam’ (KJK.49 p.86). 

° KIK.91 p.174. 

° Thid., 91 p.174; KLA.15.182b-185a; KLA.32.24-26a. 

’ KLA.15.185a-186a; PRA.24.56b-57a. 

° KLA.15.186b-187a. 
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Garuda’s icon must be fashioned in nava-tala measure. He is one of 
the three attendants to have multi-coloured appearance, besides Sribhita 
and Ananta, the couch-bed of Visnu. He is of golden complexion and is 
adorned with the garments in the hue of parrot’s tail (Suka-pificha). His 
eyes are in oval shape. He is bedecked with the ornaments like jewel- 
studded kirita-makuta or karanda-makuta, garland-strings, jhallarimekhala, 
kundala, angada, hara, bahubandha, anguliyaka, nipura and kinkinijala in 
addition to channavira, a typical ornament exclusively meant for the 
warring divinities like Skanda, Durga, and so on. 


Garuda, known as astanagavibhisita, is adorned with eight popular 
serpents’ - Ananta on his left hand, Vasuki as his yajfiasitra (sacred chord), 
Taksaka as his katisiitra (waist-belt), Karkotaka as his hara (necklace), 
Padma and Mahapadma worn on his right and left ears (kundala) 
respectively, Sankha on the head and Gulika on his right hand. 
Alternatively, the three-headed serpent Sumukha, who attained 
immortality by getting a little amrta, may be shown adorning his right 
shoulder. This beautiful bluish baby serpent, with hood fully expanded and 
showing his fangs, must be depicted smiling with pride expressing its 
greatness of adorning the shoulder of the enemy of its own group. 
According to colouring plan, he has golden feathers, coppery crest, black 
or dark edge of the beak, reddish palms and soles and conch-white teeth 
and nails. Thus, he is the combination of five colours.” 


Garuda is depicted on the right side in the dhruva form of Yoga- 
sthanaka. He is one among the eight essential members associated with 
Trivikrama. In such a case, Garuda is to be depicted on the left of 
Trivikrama with praharana (tdadana) gesture in the pose of attacking Sukra 
who was against the charity proposed by Bali to Vamana. This is depicted 
in almost all Trivikrama panels of South India and the Deccan (Plate 
XXXV-a, XXXVI-a). He is also shown in the panels of Gajendramoksana 
(Plate XLV-b). As the companion of Krsna, Garuda must be shown on the 
left of the former in standing posture bearing afjali gesture. His wings must 
appear half-folded like the leaf of tala tree (Plate XLVIII-c). 


In the Yanaka-narasimha’® and Patala-narasimha,’ he is depicted 
holding and supporting on his shoulders Anantasana with Narasimha 
seated on it. In the Laksminarayana icon, Garuda, fashioned in navardha- 


1 PRA.24.59b-61. 

? VAK.51 p.340. 

3 KLA.19.20-21. 

4 KRA.11.52-58; PRA.13.67b-68. 
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tala with reference to that of Narayana, supports both of them on his 
shoulder. His eyebrows are shown slightly raised upwards. 


The earliest representation of Garuda is on the right side, on the 
front wall, in the rock-cut cave temple of Trinity at Mandagappattu, 
dedicated by the Pallava ruler Mahendravarman I. Among the metal icons 
of Garuda, the one found in the temple at Tirukkurunkudi (Plate XLVUI- 
c) is remarkable for his beauty and majesty. The tall icon of Garuda is the 
one flanking on the left side of Visnu in Sauriraja Perumal temple at 
Tirukkannapuram (Nagapattinam District, Tamil Nadu). A tall Garuda 
icon, seated in Garudasana, in Srinivasa Perumal temple at Nacchiyar 
Koyil (near Kumbakonam) is believed to be of stone. Garuda-seva festival 
in this temple is very famous. 


Garuda’s installation and worship benefit in the promotion of 
vahanas (vehicles). The food offered to Garuda at the time of dhvaja- 
drohana must be partaken by the women who wish to have brilliant, 
valorous and heroic sons, says the Agamas, both of Pdjficaratra and 
Vaikhanasa.' It is interesting to note that Garuda’s head is represented on 
the western (back) side of Paficamukha Afijaneya where Garuda’s function 
is to relieve the impurities of mind and toxins causing the diseases of the 
devotees. 


Visvaksena (Senesa) 

Visvaksena, also known as Amita, Santa, Senesa and HariseneSa, 
occupies a very important place in the view temples as well as Vaisnava 
religion. He is dearer to Visnu, acs Bhrgu.’ He is one amongst the group 
of deities called anddi-vaisnava.’ His emblem of dhvaja is the mountain- 
peak (srriga). 


Visvaksena is the chief of Visnuparisada-devatas and he is also the 
gatekeeper. His presence and worship i in every temple ritual are inevitable 
even in adhama-adhama — grade. Therefore, the pradaksina 
(circumambulation) of the shrine of Visnu should include the sub-shrine of 
Senesa together. Moreover, he must be worshipped even before the 
commencement of any ritual both in temple and house.’ Otherwise, 
expiatory (prdyascitta) ritual should be performed, for his absence is 





' §4A.54.79-80a; VAI.53 p.183; VAK.51 p.344. 
2 SAA.44.60b. 

3 KLA.15.224b. 

4 KRA.29.181. 

> §AA.46.8b. 

® KRA.10.67b. 

’ Ibid., 20.34. 
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considered a flaw and the expiatory homa is to be performed with caru 
mixed with tila and sarsapa.' Moreover, the absence of the worship to 
Senesa causes the loss of further generation of the yajamana (donor).’ 


The five-fold daily worship of Visnu includes also the worship to 
Visvaksena.’ The flowers or garlands offered to Visnu in the earlier 
worship should be presented to Visvaksena before the commencement of 
next worship. Hence, he is called ‘Nirmdlyadharin’.* Vasadhikara’ and 
Yajnadhikara® present a beautiful story how Visvaksena became the 
recepient of nirmalya of Visnu and the parallel story of Candesa is 
available in Saiva Agamas. A panel on the external wall of the Vaikuntha 
Perumal temple (Plate XLVIII-a) depicts the narration of the Vaikhanasa 
works. As per Vasadhikara, the remnants of Sridevi must be offered to 
Senesa’s consorts viz. Siitravati and Jaya.’ Worship to Visvaksena enables 
one to achieve the status of being the chief of all the worlds and the 
worshipper enjoys in both the worlds and he attains the place of Sayujya® 
This indicates that the status of Senesa is on par with Visnu. 


Visvaksena,’ fashioned in nava-tala'® measure, must be depicted 
seated on simhasana'' with his right leg folded to rest on the seat and the 
left one hanging down. He is bright in complexion of red or like fire and is 
clothed in the colour of yellow or sydma. This four-armed one holds the 
attributes viz. cakra, sankha and gada with the fourth hand being in varada 
gesture. He is adorned with kirita and all sorts of ornaments like keyiira 
and hara applicable to Visnu. He resembles Visnu in all sorts of physical 
aspects and ornaments except Srivatsa and Pralamba-brahmasitra, which 
are unique ones of Visnu. This pralamba-siitra is different from the yajria- 
sutra or brahma-sitra in general applicable for all.'" Kasyapa mentions 





' KIK.96 p.186. 

* VAI62 p.209; YAJ.44.31b. 

> KRA.10.59b. 

* Ibid., 9.49, 207; VAL46 p.160, p.162; VAK.41 p.280; VAS.24.115b-116a; 25.33b; 
YAJ.32.17b-18a. 

° VAS.23.1-44. 

° YAJ.21, Various reading. 

"VAS.24.117a. 

* KRA.10.62. 

” KIK.49 p.86; KRA.5.161b; SAA.21.19b; VAL.19 p.60. 

°° KJK.50 p.87; KLA.15.52b-54a; SAA.21.19b-21; YAJ.21 (etc) p.89. 

The phrase ‘sitavahanendsinah’ in Vaikhanasdgama text must be taken 
‘simhasane samasinah’ which tallies with other treatises. 

" This had already misled many scholars. Dr. Champakalakshmi (p.236) surveys 
and points out that the bronze image at Mannarkoil (Tirunelveli district) is the 
only image of Senesa without yajfia-sitra which is not pralamba-brahmasitra. 
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him with pralamba-yajfopavita' which must be taken not in the sense of 
what this term means in case of Visnu. 


In another four-armed form,? Visvaksena is represented holding 
the attributes cakra and sankha on the backhands. His front right hand 
bears abhaya gesture and the left one is in katyavalambita pose. In the two- 
armed image,’ Senesa is shown holding flowers. The image, if installed for 
the promotion of the territory, should hold the weapons Sakti and gada or 
danda. This type is meant for the welfare of the subjects and prosperity. 


Visvaksena, born on the constellation of Pirvasadha in the month 
of Bhadrapada, may be accompanied with his consort Jaya who has the 
complexion of sasya-syama. One can find in the temple of Tirumaliruncolai 
(Alakar Koyil), a rare and beautiful icon of two-armed SeneSa in 
sukhasana posture accompanied with his consort Jaya, both of them seated 
on the same seat in ardharjvagata mode of sitting. Here, Senesa bears 
varada gesture on the right and simhakarna or ahiiyavarada gesture on the 
left. Jaya is seated in sukhasana fashion with her right leg folded and placed 
on the seat and the left one hanging down. Her right hand bears kataka 
gesture whereas her left one is placed on her lap. 


In the Srinivasa (Paficavira group) temple at Nacchiyar Koil (near 
Kumbakonam), both dhruva and utsava images of Visvaksena have two 
hands and they are in sukhdsana posture. Here, SeneSa is depicted holding 
a flower in right hand and the left one bearing varada pose, for the dhruva 
image of Visnu and other members of Payicavira group and Brahma are 
two-armed. 


It is very rare to find the image of Senesa with the weapon Sakti. In 
most of the temples, irrespective of the mode of worship being Vaikhanasa 
or Paricaratra, his image is found with four hands holding cakra and sankha 
on the backhands. The front right hand bears tarjani, vyakhyana or abhaya 
gesture whereas the left one normally holds gada with its bulbous end 
placed on the ground. It is to be noted that the tarjani-mudra is not 
mentioned in Vaikhdanasa treatises but in Pdfcardtra texts. In Vaikhanasa 
treatises, he is benign but in Paficardtra treatises, he is both benign and 
depicted with terrible countenances with curved eyebrows and protruding 
teeth (damstra).* 


' KIKA9 p.86. 

2 VAL19 p.60; VAK.20 p.117. 

3 KLA.5.160b; 15.54-55; VAK.20 p.117. 
* Tsvara samhita. 17.123-126. 
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Visvaksena’s image must be in seated posture irrespective of the 
posture of the dhruva image of Visnu in the main sanctum,' which is, 
according to Bhrgu, also the injunction of the early authors. The height of 
his image may be equal to that of the dhruva-bera of Visnu though there is 
a rule that the height of the sub-ordinate images must be to the level of 
shoulder, breast-line or navel-line of the main dhruva icon of Visnu.” 
Similarly, though there is a strict code that the images in the temple 
premises must be made of the material used for the dhruva image (of 
Visou) installed in the main sanctorum, Senesa’s image may be made of 
stone. 


The image of Visvaksena is placed in between the direction of 
Kubera (north) and Isana (north-east) adjacent to the sanctum sanctorum 
i.e. in the first @varana’ or in a separate cell (parivara-dlaya) next to the 
northern rampart wall.” His image should not be established anywhere.° 
His image must always be facing the south. His shrine should house both 
dhruva and utsava icons.’ His image may be depicted on the top part of 
hind wall accompanying various dhruva icons of Visnu such as yoga- 
Sayana® and bhoga-sayana.’ 


Senesa, being the chief and immediate attendant of Visnu, gets 
special honour and worship ever. Hence, he is to be worshipped on a 
pedestal of the pankti (arrangement of kalasa or material) in the rituals like 
snapana (bathing ceremony).'” That is why Marici'' includes optionally 
Visvaksena also to have dip in the water during Tirthotsava in Visnu’s 
temple. He is to be worshipped in a special manner in case the mahotsava 
in the Visnu temple is postponed and also whenever there occur in the 
temple some problems like quarrels, fire accident and blood-shed.'” 
During the Mrgaya-utsava,”? Visvaksena is to be worshipped earlier and he 





" KLA.7.45; KRA.5.86b-87a. 

* KRA.S.274-275a. 

* Ibid., 5.89b-90; 22.92b-93; SAA.69.126-128a. 

* KIK.39 p.71; KLA.7.33b, 38b; KRA.5.94a: VAK.20 p.117; VAS.4.30b. 

> KLA.7.39; VAI.19 p.60; VAK.20 p.117. 

© KLA.15.225a. 

’ SAA.21.22a. 

* VAK.19 p.98; YAJ.16.7a. 

* YAJ.16.16b. 

° SAA.50.1a. 

'' VAIS6 p.192; VAK.54 p.358. 

? VAL62 p.208; 66 p.223; VAK.61 p.388; 68 p.419. 

= Mrgaya-utsava is celebrated in the manner of going for hunting. The uisava-bera 
of Visnu is carried either in the palanquin or mounted on the horse @sva-vahana) 
to adjacent garden or forest where a special worship is performed. In some temples 
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is informed about the festival of Visnu proposed to take place. His image 
must be carried in a separate palanquin or vehicle behind that of Visnu. 
This shows very clearly as to how SeneSa is considered to be the most 
important attendant of Visnu. Moreover, it is to be noted that, in 
Srivaisnava tradition of South India, Visvaksena is taken as the Acarya 
(preceptor) in order next to Sridevi and Narayana. 


Sudarsana 

Sudarsana occupies the significant place among anapdayins 
(inseparable ones) of Visnu.’ His role is very prominent in all sorts of the 
rituals both in the temples and in the houses. Among the parsada-devatas 
of Visnu especially in the trio consisting of Sudarsana, Garuda and 
Visvaksena, Sudarsana’s presence is inevitable in all temple rituals. The 
procession (grama-pradaksina) of Cakra takes place in the temple right 
from the commencing day to concluding day, in order to offer walt to the 
divinities on the eight directions during the days of Mahotsava’ The holy 
dip of Sudarsana (cakra-snana), sometimes with snana-bera of Visnu, in the 
temple tank is considered to be important in the Tirthotsava (Plate XLIX- 
a), for he is the purifier of all. The people ly dip in the water at the time 
of Tirthotava are freed from all their sins.? Kasyapa, while describing the 
nature of the dyudhas and attendants of Visnu, states that Cakra signifies 
the samsdra set in motion by Visnu and Sridevi. 


Sudarsana should not be installed in independent temple 
(svatantra-dlaya).’ He is to be installed in the sub-shrine (aSsraya-dlaya / 
anga-dlaya) on the right side of the main sanctum of Visnu, on southwest 
direction or in between south and southwest.® His shrine’ must be on 
circular plan completely right from updna (lowest component of the temple 
below adhisthana) to stipi (finial). His installation in dhruvarca mode is 
preferable.® This is probably to make the icon of Sudarsana combined with 
Yoga-narasimha (Plate XXXIII-b) on the back side in the middle of the 





of South India, a rabbit or white mouse, caught and brought to the presence of 
Lord, is released in front of the deity indicating the purpose of the festival. 
 KRA.5.96-997a. 

* KIK.92 p.178. 

3 Ibid., 93 p.180-181. 

“ KIK.35 p.66. 

> Syatantra-dlaya is an individual temple outside the premises of the main temple 
but within the limit of the pada-vinydsa of the human settlement. 

° KRA.11.164b-165. 

’ Ibid., 11.166a. 

* Tbid., 11.166b. 
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brahmapada mainly for the reason that Yoga-narasimha must be placed in 
the middle of brahmapada in dhruvarca mode of worship. 


Sudarsana is depicted in two forms — samurta or sakala 
(personified) and amirta or niskala (cakra), and both are admissible. 
Generally, the samirta form is preferred. Prakirnddhikara mentions 
Sudarsana (Cakra) in three types viz. Vira-cakra, Kala-cakra and 
Sahasravicaka.” 


Vira-cakra® is the cakra held in the right hand of Visnu which is 
usually found in two in sculptures as normal and prayoga (rim faces the 
onlooker). The diameter of this cakra must be equal to the height of the 
face the icon i.e. one tala proportionately. It should have five jvalas 
(flames), four on the sides and one in the middle, and twelve or eight 
spokes. This is worshipped for moksa and sdanti (peace). This is very 
important in any type of dhruva-bera of Visnu. 


Kala-cakra* is known as Utsava-cakra. The diameter of the wheel is 
equal to the height of the face of the dhruva-bera of Visnu. The spokes 
(ara) are hundred and eight in uttama, fifty-four in madhyama and twenty- 
two or twelve in the adhama grade. The middle of the cakra is adorned 
with the face of lion or makara and the three or five jvalas (flames). The 
long shaft (danda) is attached below and it acts as the stand (Plate XLIX- 
b). Alternatively, the cakra may be placed on the pedestal i.e. padmapitha 
(Plate XLIX-b). Two lions may be shown on the sides supporting cakra. In 
the icons, depiction of lions was in currency in s™ _ 12" centuries. Kala- 
cakra is common in most of the Visnu temples in South India, for this 
serves the purpose of bali-bera in case the temples does not have a separate 
bali-bera or in case, as is seen presently, bali-bera has been taken as Sayana- 
bera. 


Sahasravicaka or Mahacakra’ is the personified form of Sudarsana 
depicted alongwith cakra. The cakra with a number of spokes (ara) is fixed 
on a padmapitha. Personified form of Sudarsana fashioned in nava-tala is 
placed in front of the cakra (wheel). His three eyes represent Surya, 
Candra and Agni. His face appears terrible due to the presence of 
protruding teeth (damstra). He is adorned with garland of bells (Ainkini- 
mala) extending upto his knee. His broad chest is adorned with Srivatsa 
and highly valuable ornaments. His kirita-makuta is combined with halo of 





1 VAS.31.1b—2a. 

? PRA.23.14. 

3 Thid., 23.15-17. 

4 Thid., 2318-35a. 

> KRA.11.166-176a; PRA.23.35b-43. 
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flames. He is of the complexion of flame or hot metal and he wears the 
garments in the colour of parrot’s feathers (Suka-patra). 


Sudarsana with sixteen hands is of uttama grade; eight-armed form 
is of madhyama grade and adhama grade is four-armed. However, he may 
be depicted also with only two hands at places. In sixteen-armed form, he 
holds cakra, pattasa, kunta, danda, ankusa, flame, ksurika and Sakti on the 
right side; sarikha, Sara, capa, pasa, hala, vajra, gada and tomara are held in 
the left hands. 


In eight-armed icon, Sudarsana is depicted in the middle of saf- 
kona holding Ssarikha, cakra, gada, padma, musala, ankuSa, pasa and 
padma. Alternatively, pasa, sara, khadga are on the right hands with 
another right hand, obviously the lowest one, in abhaya gesture; on the left 
side, the lowest one is kataka-hasta and other hands hold ankusa, dhanus 
and musala. Among the sixteen-armed Sudarsana icons, the noteworthy is 
in Kalamegha Perumal temple at Tirumokur (Plate XLIX-c). The cakra 
(wheel) with a number of jvdlas (flames) has sahasadala-padma design and 
the miula-mantras of Sudarsana and Narasimha are engraved on it. A 
sixteen-armed stone icon of Sudarsana (Plate L-a) is currently placed near 
the northern gopura in Saumyandarayana Perumal temple. 


Ayudha-Purusas 

The five attributes (4€yudha) of Visnu are always depicted together 
in the reclining form of Visnu. They should not be shown in their normal 
form in the hands of reclining Visnu. They must be depicted in human 
form. In such depiction, they hold the model of their weapon on their 
head.’ All of them, fashioned in 2% tala measure, are depicted hovering on 
the hind wall and they should be decorated with karanda-makuta and other 
ornaments. Their left hand is in uddesya (probably siici or tarjani) pose 
whereas their right hand is in prahdra or tadana pose expressing their 
attitude of attacking the demons Madhu and Kaitabha.” They accompany 
Visnu in his yoga-Ssayana, bhoga- Sayana’ and vira-Sayana’ aspects. 


Sudarsana (Cakra) 

Cakra,® the attribute of Visnu, is depicted in male form and he is 
consort of Pusti or Pustika. He has the complexion red or that of fire and 
his garments are in red. He holds a cakra on his head. He has dhiuma-ketu. 








1 VAK.19 p.102. 

2 VAIAT p.52; VAK.19.102. 

> VAI17 p.50; VAK.19 p.98. 

4 VAL1T p.51; VAK.19 p.99. 

> VAL17 p.51; VAK.19 p.100. 

° KIK.A9 p.85; VAL17 p.53; 19 p.60; VAK.19 p.102; 20 p.118; EHI.1.2 App-A, p.25. 
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His image must be placed in front of the sanctorum of Visnu but behind 
Garuda. This divinity is different from the dvdara-pdlaka viz. Cakraculi, 
consort of Tusti. 


Pancajanya ( Sankha) 

Sankha, known also as Paficajanya, is consort of Varuni. He has 
the form of bhita. He is of milky white in hue and clad in red garments. He 
holds a sarikha on his head. His mount is swan and his banner bears the 
emblem of bird (viyadgati). His image is placed behind Cakra towards the 
entrance to the temple. This is different from Sankhacilli, consort of 
Nanda, depicted as dvara-pdalaka. 


Kaumodaki (Gada) 

Gada of Visnu viz. Kaumodaki’ is depicted in female form and is 
placed in sleeping place (Sayana-sthana) in the temple. Her image faces the 
west. This one with golden or red colour and red clothes is two-armed 
holding lotus. She holds gadd on her head. Lion is her mount and symbol of 
dhvaja. 


Nandaka (Asi) 

Nandaka,’ the sword (asi) of Visnu, is consort of Bala. His head 
(crown) bears a sword on it symbolizing his being the weapon sword of 
Visnu. He is of red or white (Sveta) complexion and clothed in blue. His 
mount is air (vayu) and his emblem is flame (fire). His image is placed on 
the right side of the entrance to the fifth precinct as its guardian. 


Sarnga (Dhanus) 

Sarnga," the bow (dhanus) of Visnu, is depicted in napumsaka 
(hermaphrodite) form. It has the complexion of yellow (pita) or mixture of 
five colours and is clothed in white. This deity holds the attribute bow on 
the head.” Cloud is its vehicle and arrow (Sara) is its emblem of dhvaja. 


Dvara-devatas 
The divine beings, six in number, collectively called ‘dvara-deva’ 
are ones who are present on the doorjamb of the sanctum sanctorum. They 
occupy the four parts of the doorjamb i.e. right, left, upper and lower. 
Hence, even the priest (piijaka) is restricted to enter into the sanctum 





' KIK.49 p.85; VAI17 p.53; 19 p.61; VAK.19 p.102; 20 p.118. 

* VAI.20 p.65; VAK.19 p.102; 20 p.126. 

3 VAI19 p.59; VAK.19 p.102; 20 p.116. 

* VAI19 p.60; VAK.19 p.102; 20 p.116; EHI.1.2 App-A, p.23. 

> Vaikhanasagama has the phrase ‘pasabhrtam’ meaning ‘holding pasa on the head’ 
is taken as ‘cépabhrtam’ meaning ‘possessing a bow on the head’ suitable 
accordingly with the description of dyudha-purusa as well as the text in Rao’s 
appendix. 
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sanctorum out of the period meant for rites as he is in a position to step 
over a deity present on the lower doorjamb. The facing position of these 
deities here is applicable with reference to the central deity which is 
installed facing the east. These six deities are to be worshipped on the door 
(dvara) of the main sanctum.' 


Dhata 

Dhata,? consort of Sandhini or Sannidhi, is present, facing the 
north, on the right door of the sanctum sanctorum. His complexion is like 
bamboo or bamboo-leaf and he is clad in red clothes. His dhvaja has the 
emblem of flower or chariot. His mount is chariot. 
Vidhata 

Vidhata,> known also as Kinasa, Murunda and Nyarna, is consort 
of Urdhva. He occupies the place on the left door of the sanctum 
sanctorum and he faces the south. He has the complexion like parrot’s 
feather (Suka-patra) and is clothed in white. His mount is elephant and his 
dhvaja is distinct with the emblem of snake. 


Bhrti 

Bhrti,’ well-known also as Bhuvanga, is consort of Priti and he is 
placed on the upper doorjamb. In reclining posture, he faces upwards by 
placing his foot on the north and head on the south. He has the complexion 
of blue (nila) or that of blue-lily (nilotpala). Bull is his mount and flame is 
the emblem of his dhvaja. The upper doorjamb is named after his name.” 


Patanga 

Patanga,° known also as Kapardin, is consort of Bharani. He is of 
bright white (Sukla) complexion and is clothed in red. He occupies the 
lower doorjamb. In reclining posture, he faces downwards placing his head 
on the north. Hence, the lower doorjamb is named patanga.’ His invoking 
mantra informs that he should have kaparda or jata (matted hair-lock). 
Horse is his mount as well as the symbol on his banner. According to 
Vimanarcanakalpa text, his dhvaja is white. 





' KRA.5.125a, b. 

2 Ibid., 5.117; VAL.19 p.58; VAK.20 p.111. Dhata is referred to in the treatises with 
other names Dambin, Sanila and Gadhava. 

> KRA.5.118; VAI19 p.58; VAK.20 p.111. 

4 KRA.5.119-120a; VAI.19 p.58; VAK.20.111-112. 

The adjective phrase ‘pajakadibhih arcanakaladanyatra analanghyal found in 
Vimanarcanakalpa text is not applicable to Bhrti but to Patanga as rightly 
described in Vaikhanasagama text. 

> KIK.97 p.187. 

° Thid., 74 p.136; KRA.5.120b-121; VAI.19 p.58; VAK.20 p.112. 

’ KJK.97 p.197. 
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Patira 

Patira’ or Balavita is consort of Bala or Naga. He has golden 
complexion and is clothed in red. He is present on the right side of the 
doorframe. His dhvaja is marked with bull. His mount is elephant. 


Varana 

Varana’ or Varuna is consort of Dharani and he has golden 
complexion. He occupies his place on the left side of the doorframe. His 
mount is chariot and emblem of dhvaja is arrow (Sara) or conch-shell 
(sankha). 


Dvarapalakas 
A group of divine beings placed on all entrances of the temple and 
entrusted in the protection of the same are called dvdra-pdlas. The 
Vaikhdnasa treatises enumerate eight sets of dvara-palas for seven 
avaranas, antarala and mukha-mantapa.’ 


Manika 

Manika,’ invoked also as Mahabala and Vimala, is consort of 
Sandhya. He has the complexion of white or red or like cloud (jalada) and 
is dressed in bright white or in the colour of parrot’s tail (Sukapiticha), in 
addition to wearing antelope skin in upavita fashion.” This one with tawny 
brown (pinga) eyes and jatd, is two-armed holding his hands in hrdaya- 
anjali gesture. His weapon is yantrika. Elephant is his mount and his 
distinct symbol is sruva or sruk. His image, just turned slightly towards the 
entrance probably as in sdcikrta stance, is placed on the right of the 
immediate (first) entrance of the sanctum sanctorum.° 


Sandhya 

Sandhya,’ known also as Prabhavati, is consort of Manika. She has 
the complexion of gold (kanaka) or like flame (agnivarna) and she is 
clothed in bright white (Sukla) or puspavastra and decked with all sorts of 
ornaments. She is attractive and has a pleasant face. She holds flower in her 
hand or her hands are folded to bear hrdaya-afijali pose. Her image must 


' KRA.5.122-123a; VAI19 p.58; VAK.20 p.112. 

2 KRA.5.123b-124; VAI.19 p.58; VAK.20 p.112. 

3 Ananta, companion of Vakratunda as dvara-pala, is not detailed here but has 
been separately discussed. 

“ KIK.49 p.86; KRA.5.125b-127a; SAA.21.16b; VAI.19 p.58; VAK.20 p.113. 

* The phrase ‘upavita-uttariya-ajinadharam’ may also mean two objects i.e. upavita 
(sacred cords) and antelope-skin as upper garment. 

° KLA.17.198b. 

1 KIK.9 p.86; KRA.S.128; SAA.21.17a; VAI19 p.59; VAK.20 p.113. 
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be placed on the left side of the immediate entrance of sanctum sanctorum 
parallel to Manika. 


Tapasa 

Tapasa,' also known as Siddhiraja, is consort of Sandhini or 
Sandhi. He is two-armed holding a staff. His complexion is sita (white) or 
§yama or bhinnafijana and he is attired in bright white (sukla). He has jata 
and he holds the attribute danda. He is placed on the left side of the 
mukha-mandapa as a guardian of the entrance of the same parallel to 
Vikhanas. His mount is deer and his symbol is sruva or kiirca. He is also 
the door-keeper (dvarapdlaka) of the second entrance of the cell allotted to 
Adimirti ie. Visnu’ installed on the middle floor of the three-tiered 
structure meant for the installation of Navamirti. 


Siddhida 

Siddhida,> known as also Vikhanas and Satatapa, is consort of 
Divya. He is one of the Andadi-Vaisnavas.. His complexion is like crystal 
(sphatika) or yellow (pita) or like dirva grass. He may be clothed in 
golden, red or blue colour. This chief of sages has deer as his mount as well 
as the emblem but kusa grass, as per Vimanarcanakalpa and Khilddhikara. 
This four-armed one decorated with jatd-mauli holds a staff. His image is 
placed on the right of the entrance of the mukha-mandapa with the attirc 
of warrior (viravesa). He is also the door-keeper (dvarapdlaka) of the 
second entrance of the cell allotted to Adimirti ie. Visnu’ installed.on the 
middle floor of the three-tiered structure meant for the installation of 
Navamurtt. 


Kiskindha . 

Kiskindha,® the guardian of the entrance of the first precinct, is 
placed on the right of the same. Being consort of Sammohini (Medini) or 
Sammodini, he has the complexion like flame (agni) or gold (kanaka) and 
is attired in bright white (sukla). He holds a danda in his hand. Tortoise is 
his mount. His emblem is arrow. He is depicted as fanner to Visnu in 
bhogasana’ and virasthanaka® aspects. He is also the fanner to Visnu’ set 





' KIK49 p.86; KRA.5.131; SAA.21.17b; VAL19 p.59; VAK.20 p.114. 

2 VAI39 p.133; VAK.36 p.249. 

3 KIKA9 p.86; 74 p.136; KRA.5.129-130; SAA.21.18a; 36.22b-23; VAI. 19 p.59; 
VAK. 20 p.113-114. 

* KRA.29.181. 

> VAL39 p.133; VAK.36 p.249. 

° KJK.49 p.85; SAA.36.30a; VAI19 p.59; VAK.20 p.114. 

1 KIK.53 p.94. 

8 VALS p.48. 

> KIK.34 p.64; VAL39 p.133; VAK.36 p.249. 
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up in the three-tiered structure meant for the installation of Navamirti. 
This deity is to be worshipped in case the dhiipa-patra falls down during the 
time of rituals.’ 


Tirtha 

Tirtha’ is placed on the left side of the first precinct. He has white 
(sveta) complexion or that of flame (agni) and he is clad in red clothes. He 
is consort of Visoka. He mounts on tortoise with his emblem being arrow. 
His weapon is bamboo stick (venu-danda). 
Sankhanidhi 

Sankhanidhi,’ fashioned in the form of bhita, is the guardian on 
the entrance of the third precinct. He is placed on the right. His 
complexion is that of the conch and is clad in blue garments. He, consort of 
Suddha, holds in his hands a conch. Lotus is his mount and symbol of his 
banner. Sankhanidhi is also the dvarapdla to Purusa* and Acyuta® in the 
three-storeyed structure suitable for the installation of Navamiirti. 


Padmanidhi 

Padmanidhi,’ obviously fashioned in the form of bhdta, is placed 
on the left side of the entrance to the third precinct. He is red in hue and 
clothed in red (rakta) or of the colour of japa flower. He, consort of 
Visuddha, holds in his hands a lotus. He too has the lotus as his mount and 
emblem. 


Padmanidhi is the dvarapala on the second entrance of the 
compartment commended for Purusa’ on the eastern side and that of 
Acyuta®* on the western side, located on the ground floor in the three- 
tiered structure suitable for the installation of Navamiirti. 


Tuhina 

Tuhina,’ consort of Bhamini, is the guardian on the entrance of the 
fourth precinct and he is placed on its right. He, the king of demons 
(Daitya), is golden (rukma) or red in complexion and clothed in white. His 
head is crested with serpent hood. His hand bears uddesya gesture. His 


" §AA.72.66b-67a. 

* Ibid., 36.31a; VAI.19 p.59; VAK.20 p.114. 

> §AA.37.20b; VAK.20 p.115; EHLL.2. App.-A, p.22. 

* KLA.18.55-56a; SAA.37.20b; VAI.39 p.133; VAK.36 p.250. 

> KLA.18.60-61a; SAA.37.28a; VAI.39 p.133; VAK.36 p.250. 

° SAA.37.21a; VAI19 p.59; VAK.20 p.115. The description is not found in VAK. 
’ KLA.18.55-S6a; SAA.37.21a; VAI.39 p.133; VAK.36 p.250. 

* KLA.18.60-61a; SAA.37.28b; VAI.39 p.133; VAK.36 p.250. 

” SAA A1.7a; 37.38; VAL19 p.59; VAK.20 p.115. 
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attribute is danda or gadda. Tiger or horse is his mount and his emblem is 
serpent. 


He is depicted as dvarapalaka on the left side of the first entrance 
of the cell of Visnu’ on the middle floor of the three-tiered structure meant 
for the installation of Navamirti. He is also the dvdrapdala of the first 
entrance of the cell commended for Purusa’ located on the eastern side of 
the ground floor. 


Balida 

Balida*® or Balinda, consort of Sudha, is the guardian on the 
entrance of the fourth precinct and is placed on its left. He is Syama in 
complexion and clothed in red. His image should be with the head 
overshadowed with serpent hood and with hand in uddesya gesture. Tiger 
is his mount and his emblem is serpent. His attribute is gada though the 
invocatory mantra mentions him holding sila or tree (vrksa), which 
probably may be trunk of tree. He is dvdrapalaka on the right side of the 
first entrance of the cell allotted to Adimirti i.e. Visnu* and Purusa’ in the 
three-tiered structure applicable for Navamarti. 


Sankhacidi 

Sankhacidi,’ consort of Nanda, is in the human form possessing a 
sankha on the head. He is of white complexion or like sankha and clad in 
blue (nila) clothes. His attribute is danda. He mounts on the swan. His 
emblem is bird. He is placed on the right of the entrance to the sixth 
precinct. 


Sankhaciidi is the dvdrapdla, on the right side, to the shrine of 
Satya.’ He is depicted as dvarapdla also to Adimarti,® Aniruddha’ and 
Nara-Narayana” in the tri-tala temple of Navamiuriti. 


Cakracidi 
Cakracitidi, consort of Tusti, has the human form. He has red or 
flame-like (agnivarna) complexion and is clothed in white. He holds a 





' KIK.77 p.146; KLA.18.53-54; SAA.37.38; VAI.39 p.133; VAK.36 p.249. 
* VAI39 p.133; VAK.36 p.250. 

3 §AA.37.37; 41.7b; VAL19 p.59; VAK.20 p.115. 

* KIK.77 p.146; KLA.18.53-54; SAA.37.37; VAI39 p.133; VAK.36 p.249. 
> VAI39 p.133; VAK.36 p.250. 

° §A4A.21.35b; VAI19 p.60; VAK.20 p.116. The terms Sankhaciidi, Sankhacili, 
Sankhacila and Sankhacida are used alternatively in the treatises. 

7 KLA.18.57b-58a; SAA.37.24b; VAI.39 p.133; VAK.36 p.250. 

° VAL39 p.133. 

” KLA.18.61b-62a; SAA.37.33; VAL39 p.134; VAK.36 p.251. 

 VAIL39 p.133; VAK.36 p.249 
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cakra on his head hence, the name. He holds danda and pasa." He is 
dhiima-ketu and his movement is based on the efforts of the user.” He is 
the dvarapala, on the left side, to the shrine of Satya.’ In addition, he is 
also depicted as dvarapala for Visnu,’ Aniruddha? and Nara-Narayana’® in 
the temple of Navamurti. 


Canda 

Canda,’ consort of Priya, is placed on the right side of the entrance 
to the seventh precinct. He is of golden colour and dressed in red. This 
four-armed one holds the weapon danda in his right hand which also bears 
uddesya pose and his left one is in katyavalambita pose.® He possesses 
protruding teeth (damstra) expressing his terrible countenance. He stands 
in a position from where he can have a watch over the door. His mount is 
lion and his dhvaja is dhuma. 


He is also depicted as dvarapala on the right side on the entrance of 
the chamber allotted to Narasirhha® in the western aisle on the middle 
floor in the three-tiered structure commended for the installation of 
Navamiuirtis. 


Pracanda 
Pracanda,”” consort of Sumukhi, is placed on the left parallel to 
Canda. He resembles Canda in all aspects. He is also shown as dvdrapdla 


1 §AA.21.34b; 37.25a; VAL.19 p.60; VAK.20 p.116. 

The terms Cakraciidi, Cakractli, Cakracila and Cakraciida are used alternatively 
in the treatises. 

? The term ‘pravrttavahana’ should be interpreted in such a way as the movement 
of cakra depends on the force or thrust of the user. 

3 KLA.18.57b-58a; SAA.37.25a; VAI.39 p.133; VAK.36 p.250. 

* VAL39 p.133. 

> KLA.18.61b-62a; SAA.37.33; VAI39 p.134; VAK.36 p.251. 

® VAL39 p.133; VAK.36 p.249. 

7 VAK.20 p.116-117; EHI1.2. App.-A, 24. 

8 The texts do not clearly state about the back pair of hands. One can find almost 
in all the temples the images of dvarapdlas holding cakra and Sankha on the back 
hands. In some temples, one of the front hand bearssiici or tarjani gesture whereas 
the other one holds a gada. In the Kitalalakar temple at Madurai and Kallalakar 
temple at Tirumaliruncolai (Alakar Koyil near Madurai), one of the front hand 
bears vismaya or pallava gesture which is not found in the northern part of Tamil 
Nadu in temples but in rock-cut caves. 

? VAL39 p.133; VAK.36 p.249. 

10 VAK.20 p.117; EHI. App.-A, 24. 
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on the right side on the entrance of the chamber allotted to Narasimha’ in 
the western aisle on the middle floor of tri-tala structure. 


Vimanapalas 

Nyaksa 

Nyaksa,” known also as Dadhityaka, is consort of Prajfiapti or Paya 
and he has the complexion like the sprout of durvda grass (diirvad-ankura). 
He is clad with the garments in aruna or golden (hema) colour. His 
attribute is danda. Syena (hawk) is his mount as well as emblem of his 
dhvaja. He occupies the place in the middle of the eastern side of the 
eastern entrance (dvara) facing outwards. 


Mitra 

Mitra® has the complexion like the egg of sarabha* and draped in 
puspambara. His attribute is jvala (flame). Pigeon is his mount and he has 
dhimaketu. As per Kriyddhikara, this deity is Panktisa’ i.e. the presiding 
deity of the pankti — array of pitchers and material for rituals. His place is 
in the middle of the western side of the eastern entrance (dvdara) facing 
outwards. 


Vivasvan 

Vivasvan” is consort of Utsadhini (Utsadini or Utsayini). He has 
red (rakta) complexion and is dressed in white (sita). His attribute is danda 
and his mount is horse or gavaya (a species of ox). Pindipala’ or sruk® is 
the emblem of his dhvaja. His place is on the southern side of the eastern 
entrance. 


6 


Ksatta 
Ksatta’ is consort of Vani’ and he has the complexion of gold or 
lotus. This mightiest two-armed one is clad in puspambara or the garment 


' VAI39 p.133; VAK.36 p.249. 

* KRA.5.133b-134; VAI19 p.58; VAK.20 p.112. 

> VAI19 p.58; VAK.20 p.113; VAK (1).20 p.96. 

4 The phase ‘sarabhanta-dhvani’ in Vaikhanasdgama is ‘Sarabhanda-nibha’ as 
found in Vimanarcanlakalpa. 

> KRA.25.15b. 

° Tbid., 5.135-136a; VAL19 p.58; VAK.20 p.112-3; VAK (1).20 p.97. 

’ The terms pindipala, bhindivala and bhindipdla are found alternatively in the 
Vaikhanasa works. 

° In Vimanarcanlakalpa, both pindipdla and sruk are found to be the symbol of 
Vivasvan. The term ‘sruk-dhvaja’ must be taken as ‘srukdhvani’ as found in 
Vimanarcanlakalpa (V). ; 

° KRA.5.139-140a; VAL19 p.58; VAK.20 p.113. 

© This Vani is different from Vagdevi also known as Sarasvati. 
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in white (sita) colour. His attribute is danda. His mount is deer. The symbol 
of his dhvaja is buffalo or kuSa grass. 


Alaya-abhimukhadevatas 
The following ones are placed exactly in front of the main entrance 
to the sanctum sanctorum facing the same hence they are called so. 


Dhvaja 

Dhvaja, known also as Jaya, is consort of Jayapriya, and he is 
placed on the east side of Paficajanya. He has the complexion of gold 
(hataka) and dressed in the garments in the colour of parrot’s feather. He is 
depicted seated on padmasana folding his left leg so as to rest on the seat 
and the right one thrown down. Besides having the hairs turned upwards,” 
this two-armed one bears afijali gesture in addition to holding lotus. He 
also possesses a serpent. Conch is his emblem and he moves in the air 
(vayu-vahana). 


Haviraksaka 

Haviraksaka,’ referred to also as Havihpala and Sailiisa, is consort 
of Suguna’ or Vidyut, and he is placed in the kitchen of the temple. He has 
asita complexion and white or red clothes faces the west. This one has 
dreadful appearance with his weapon Sila resembling kala-agni but he has 
lotus-like wide eyes. His mount is horse, parrot or lion. His emblem is lion. 


Pusparaksaka : 
Pusparaksaka,” mentioned as Puspapala, Harita and Phullaka and 
consort of Suddhangi, is placed in the place of garland making room of the 
temple. He has golden complexion and is clothed in syama. His mount may 
be elephant or goat. His symbol is flower or fish. His attribute is flower 


(puspa). 


Baliraksaka 
Baliraksaka,° known as also Danda, Sama and Sarvaja, is the deity 
of Bali and consort of Balika or Sumanad or Sumanasa. He has the 





1 VAI19 p.61; VAK.20 p.118-119. 

2 The phrase ‘ardhva-ketw’ in Vimanarcanakalpa must be ‘urdhvakesa’ meaning 
‘one with the hairs turned upwards’. 

3 KRA.5S.140b-141a; VAI.20 p.64; VAK.20 p.126. 

* According to the edition of Vaikhanasagama text of AnantaSayanam Series, he is 
consort of Sugund but Rao’s appendix and Vimdanarcanakalpa have the phrase 
‘suraganesa’ meaning ‘the leader of the groups of the Suras i.e. deities’. The 
leadership of the deities is not prescribed to Haviraksaka anywhere else. Hence, 
the phrase ‘Sugunesa’ seems to be apt meaning ‘spouse of Suguna’. 

> KRA.5.141b-142a; VAI.20 p.64; VAK.20 p.126. 

6 KRA.5.142b-143a; VAI.20 p.65; VAK.20 p.127. 
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complexion of sitdsita or Syama and he is depicted holding a danda. He is 
clad in red garments or pitambara. His mount is lion or chariot and his 
symbol is lion. He is placed in the sacrificial hall (yaga-sala) facing the west. 


Plotadhipa 

Plotadhipa,' well-known as Tvasta, is consort of Savitri. He has the 
golden complexion and the clothes in the colour of parrot’s tail. This four- 
armed one decorated with jata holds a kalasa (pitcher) and aksamaila in his 
hands. His mount is swan and his emblem of dhvaja is kamandalu. He is 
the custodian of the place where all the materials like clothes are stored. 


Camunda 

Camunda” invoked as also Sarvesvara, Jagannatha and 
Sarvatascara, is consort of Sarva. He faces the west. He has the complexion 
like cloud and is draped in white garments. This awful deity holds a staff.’ 
His mount is bhata* and his emblem of banner is sila. He is the custodian 
of the storage of the material meant for the sacrificial rites. 


Brahma 

Brahma is one of the members of the group called anddi-vaisnava. 
Hence, his presence and worship is essential in the daily rituals in the 
temple.° Though abhicarika image of Visnu does not constitute the 
presence of any other images together, as per Yajnadhikara, Brahma is to 
be depicted at least in painting, as he is one among the inseparable 
companions (anapayin) of Visnu. Swan is his mount and kamandalu is his 
symbol of dhvaja. 


Brahma’s birth is described in the Vaikhanasa works. During the 
time of dissolution (pralaya), Brahma emerged from the lotus raised from 
the navel of the Supreme One i.e. Visnu, reclining on the serpent’s couch 
(bhujanga-sayana).’ One can find many legends of Brahma especially in 
Visnu’s incarnations viz. Matsya® and Vamana.” 





1 VAI.20 p.65; VAK.20 p.126. 

* VAI.20 p.65; VAK.20 p.127. 

3 The phrase ‘vikatadandapanih’ in Vimandarcanakalpa must be ‘vikatah 
dandapanil’ resulting in two adjectives. 

4 The phrase ‘bhiitabhavanal’ in VAK (devanagari edition) is ‘bhittavahanalr 
meaning ‘one who mounts on bhiita’ as found in the edition of Telugu script. 

° KRA.29.181. 

° SAA.46.6b. 

TVAL68 p.226. 

* PRA.13.5b-8a. 

” Ibid., 14-14. 


346 VAIKHANASA ICONOGRAPHY 


Brahma’s image must be fashioned in madhyama dasa-tala in 
general. His image may have the equal height of dhruva-bera of Visnu 
installed in the main sanctum sanctorum though the height of the 
accompanying images of all deities must be to the level of shoulder, breast- 
line or navel-line of the main dhruva icon of Visnu.' In the shrine of 
Vasudeva, his image may have the equal height or to the shoulder level of 
the image of Vasudeva.” However, his image depicted seated on the lotus 
issued from the navel of reclining Visnu must be in tri-tala*_ proportionate 
to the measures of Visnu. 


Brahma,’ known as Hiranyagarbha, Pitamaha and Prajapati, has 
the complexion of coral (pravala), rukma or molten gold (tapta-hataka). He 
may be depicted seated in sukhasana posture on the lotus, in company of 
Savitri. Of the four hands, the lower ones have abhaya and kataka gestures 
on the right and left respectively whereas the upper right hand holds a 
kalasa and upper left hand holds a lotus. He is adorned with kirita and 
other ornaments. 


Brahma, in another form, is depicted with four heads and four 
hands sitting in padmasana or brahmdsana mode of sitting. He is adorned 
with jata-makuta shining like the luster of the lightning and he is clad with 
garments in Syama colour. He is adorned with the ornaments such as 
kundala, angada, hara and mekhala and white garland. Besides, he wears 
antelope-skin as his upper garment (uttariya) across his chest and white 
garment reaching to his ankles. The back right and left hands hold 
aksamala and kamandalu respectively whereas the front right holds abhaya 
gesture alongwith kirca and the left one holds the bundle of kusa grass or 
it may be in #rupratisthita or irunyasta pose (Plate L-c). Alternatively, he 
may be depicted holding sruk in his front right hand or it may bear varada 
gesture. His left hand holds djya-sthali (vessel of clarified butter) or go- 
Srnga (cow’s horn). He mounts swan with his banner having the emblem of 
kamandalu. He is accompanied by his Saisika (immediate attendant) 
Ambarisa. 


Brahma’s image in standing stance must be on the right of the 
dhruva image next to the inside wall of the sanctum sanctorum or in 








" KRA.5.274-275. 

* Ibid., 30.12, 49b. 

3 Here the sri-tala does not mean 36 angulas but his total height must have 36 basic 
units applied to the total height of Visnu, for tri-tala in general is applicable to the 
images below the level of vamana (dwarf). 

4 KIKA9 p.86; KRA.5.106-108; SAA.21.14a; VAK.20 p.111; 38 p.265; VAS.6.25b, 
31-33. 

° PRA.10.29-30; YAJ.22.28-29. 
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between the wall and the kautuka image in the bhittiparsva position i.e. at 
the angle of 90 with reference to the dhruva image of Visnu. On the 
other hand, he may be depicted also in the drawing on the right wall. If he 
is to be depicted in seated posture, it must be on the simhdsana in the 
padmasana posture with or without his consorts —- Bharati on his right and 
Savitri on his left both on the seat equally. Bharati is of bright white 
complexion and she is clad in red clothes whereas Savitri is red in hue with 
green garments. Both of them have jatd-makuta and two hands. Their other 
aspects resemble that of Sridevi and Bhidevi. Reclining posture is not 
applicable to Brahma. 


Brahma, in the reclining form of Visnu, is shown seated in the 
middle of karnika of the lotus issued from the navel of Visnu, seated in the 
brahmasana posture. This golden-coloured one has jata-makuta and 
decorated with all sorts of ornaments, puspa-vastra, the upper garment and 
upavita. Besides aksamala and kamandalu on the back hands, his lower 
right hand bears dlodya gesture, obviously jndna-mudra or cin-mudra, and 
the left is placed on his waist or lap. Instead, his front hands may be 
depicted clasped to bear afjali gesture. Alternativ ely, they may be 
stretched out and placed on his knee as in meditation.’ 


In the panel of Vasudeva (Pa/ficavira), Brahma is depicted with re 
hands, right hand with abhaya gesture and left one as katy avalambita” A 
beautiful two-armed image of Brahma with jata-makuta and afijali-hasta in 
Pancavira group in Srinivasa temple at Nacchiyar Koil (near 
Kumbhakonam) is noteworthy for the rarity and beauty. 


Brahma is one of the divine beings to accompany the various 
dhruva forms of Visnu such as yoga-sthanaka and yoga-sayana even in 
abhicarika type. He is depicted standing on the right side of the central 
figure wherein he has four faces and four hands. His upper hands hold 
aksamala and kamandalu on the right and left respectively. The lower right 
hand has abhaya gesture whereas his lower left hand in katyavalambita or 
urunyasta pose. 


The image of Brahma may be set up on the northern bhadra- Kosta 
of the vimana (superstructure) above the garbha-grha of Visnu.’ 


! The word anka found in the text does not suit here when the hands are stretched 
out. Hence, this must be taken that the hands, which are indandahasta pose, must 
be placed on his knee. 

* KRA.30.58-59a. 

* [bid., 5.44. 
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Yajnadhikara insists on his image facing eastern direction irrespective of 
the direction of the door.' 


The Vaikhdnasa treatises do not speak of any individual temple as 
in case of Siva, Surya and Sapta-matrgana. However, in the plan of temple 
meant for Trimarti-sthapana,’ Brahma is allotted a separate chamber on 
any side but his temple is not allotted in between the other two i.e. Visnu 
and Siva. In this, Brahma is depicted with four heads and four hands. His 
complexion is like molten gold (tapta-hataka). He has jata-makuta 
resplendent like the lightning and he is adorned with all sorts of ornaments 
such as kundala, angada, hara, maufiji, mekhala and upavita (sacred cord). 
He is clothed in white garments reaching upto his ankles in addition to 
antelope-skin as uttariya (upper garment) and decorated with while 
garlands of flowers. His backhands hold aksamala and kamandalu on right 
and left respectively and his front hands hold kérca and bundle of kusa 
grass correspondingly. Alternatively, his back hands may hold sruva and 
ajya-sthali and front right is in abhaya gesture whereas the left one holds 
go-srnga. His image is to be accompanied with his consorts Bharati and 
Savitri on the right and left in that order. The images of Brahma in 
standing stance are in Trim@rti rock-cut cave at Mamallapuram (Plate L-d), 
Adivaraha cave temple at Mamallpuram (Plate L-b) and his icon is present 
almost in all early rock-cut caves of South India and the Deccan. 


Image of Brahma may be depicted also in sedentary stance. 
However, he should not be depicted in reclining posture. In seated posture, 
he is shown seated in padmasana posture on a simhdsana accompanied 
perhaps by his consorts. Sankha and Likhita, probably the worshippers, are 
depicted on the right and left sides respectively. Tapasa and Siddhida are 
the dvarapalas on the entrance of mukha-mantapa. In the antar-mandala 
(interior circumambulatory path), the images of seven sages and Sanaka 
are to be set up as his parivdra-devatas. The swan is to be in the vahana- 
sthana and Akalmasa occupies the place of saisika. Mahabhadra is on the 
bhita-pitha (pedestal for bhiitas). Satya and Danda are to be depicted as 
the dvdarapalas at the entrance of antar-mandala. 


Being one of the inseparable companions of Visnu, Brahma has a 
very important role in all the temple rituals. In every ritual, he is invoked 





' YAJ.22.30-3la. 

* VAIAO p.140-141. 

The three prime deities ic. Visnu, Brahma and Siva can be installed in three 
separate temples or shrines together. The earliest such temple is Trimurti cave 
temple referred to in an inscription at Mandagappattu belonging to the period of 
the Pallava ruler Mahendravarman I and another more or less finished Trimarti 
cave temple at Mamallapuram. 
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on the pedestal in the center of an array of pitchers (kalasa) containing 
water and other auspicious and functional material. In the South Indian 
Visnu temples, the grand annual festival is celebrated with the name 
Brahmotsava believed to be commenced by Brahma. It is to be noted that 
in the VenkateSa temple at Tirumala (Tirupati), one of the important 
places of Vaikhanasa worship, during the Brahmotsava, a chariot believed 
to be the mount of Brahma, is drawn during the procession of the presiding 
deity of this temple. 
Siva 

Siva,, decorated with jata-makuta (jata-mauli), has white (Sveta) 
complexion and he is draped in tiger’s hide (carma). He is depicted with 
four hands holding mrga (antelope) and parasu (battle-axe) on the upper 
right and left hands respectively. The lower right hand has abhaya gesture 
whereas his lower left hand is in katyavalambita or tirunyasta pose. Bull is 
his mount and the emblem of dhvaja. His consort is Uma. In Somaskanda 
panels, he is depicted in sitting stance alongwith his consort Parvati (Plate 
LI-b). His representations in relief forms (ardha-citra) in almost all the 
rock-cut caves in the Pallava region are common (Plate LI-a, c) till gm 
century. 


Siva’s worship is part of daily rituals in Visnu temples.’ Therefore, 
the presence of Siva, like that of Brahma, is essential to accompany the 
various dhruva forms of Visnu such as yoga-sthana and yoga-sayana. His 
image is always depicted on the left side of the dhruva icon of Visnu in 
standing stance in bhittisthanaka disposition, facing Brahma. Though the 
height of the images of all accompanying deities must be to the level of 
shoulder, breast-line or navel-line of the main dhruva icon, Siva’s image 
may have the height of the dhruva icon.” 


Siva’s temple must be on the outer dvarana of the padavinyasa of 
the grama or nagara.’ The temple should face outwards. Because his direct 
vision on the village or town causes the destruction.” The festival is 
celebrated for Siva, with unfurling his banner (dhvaja) as it is performed jin 
the Visnu temples. However, his festival should not take place when the 





1 KIKA9 p.86; SAA.21.14b; VAI.15 p.48, p.57; VAK.20 p.111. 

Siva is mentioned also with other names such as Isama, Pasupati, Rudra, Ugra, 
Bhima, Mahadeva, Bhava, Sarva and Gangadhara. 

* SAA.A6.6b. 

3 KRA.5.274-275a. 

* This must be the reason as to why the Siva temple is located on the northeast or 
southeast side of the town generally where the temple of Visnu is situated in the 
middle. 

> KLA.2.10a, 71a; KRA.2.70. 
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festival in the Visnu temple is celebrated.’ Therefore, Siva’s festival must 
take place before the commencement of the ufsava in the Visnu temple.” 
This is to pacify all cruel deities (kriira-devatds) as well as all gana-devatas. 


Daksinamirti, one of the forms of Siva, is rarely mentioned in 
Kriyadhikara as vimdna-devata on the southern bhadra-kostha of the 
vimana (superstructure).” As a rare case, the image of Daksinamurti is 
found in the southern grivd-kostha of the vimana (superstructure) of 
Sundaravarada Perumal temple at Uttaramerur, near Kanchipuram in 
north Tamil Nadu. 


Skanda 

Skanda> has the complexion like palasa flower and he may be 
depicted with six heads. This one with four, six or twelve hands holding the 
attribute sakti, is adorned with all sorts of ornaments besides having the 
hair-style (coiffure) like bird’s tail-feather (valamauli),’ probably a type of 
hair-style applicable for the warriors. This is possible because even the 
sculptures of Skanda are depicted with the ornament viz. channavira, the 
typical for the vira aspect. In standing posture, his image must be set up 
without the image of his consort, namely, Devayani. Four-armed Skanda 
relief sculptures were alone common in the early period (Plate LII-d). 


In seated form, Skanda’s image is accompanied with that of his 
consort viz. Devayani,’ daughter of Dharma. She is of syama complexion. 
Their image on the same seat should be in such a way slightly facing each 
other. Her image must be in ardhasdcikrta mode of disposition and 
Skanda’s image must be in half of that angle i.e. ardharjvagata mode of 
disposition.’ Susena of afjana complexion should be placed in the shrine 
of Skanda. Susena holds the weapon gada besides Sila. 


‘ §AA.79.2-3. 

* YAJ.47.2b, 11a. 

3 Thid., 38.5. 

* KRAS.44. 

> KLA.15.160-165a; KRA.5.243b-245a; VAI.20 p.66; VAK.20 p.129-130. 

Skanda is referred to also as Guha, Subrahmanya, Karttikeya and Sanmukha. 

® In the ancient monuments, Skanda is depicted with udbaddha-kuntala type of 
hairstyle or with kirita-makuta. The images of Skanda with valamauli are found in 
almost all the temples of Orissa especially at Bhubaneswar. 

7 Tn the main temples of Skanda in South India, he is depicted with two consorts 
viz. Valli and Devayani (Devasena). This custom could have started after the 
Pallava period. 

8 As per the phrase of Khiladhikara, the angle of Skanda must be half of the angle 
of Devayani. As Devayani is in ardhasacikrta mode of disposition, half of that 
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Elephant or peacock is Skanda’s mount. However, he is famous as 
sikhi-vahana or maytira-vahana. The cock or peacock is the symbol of his 
dhvaja.'|_ One can find in the Malayadipatti (near Pudukkottai) cave, two 
beautiful relief sculptures of dhvaja one with peacock and another with 
cock (Pl. LVIII-b, LVII-c). This is the earliest reference to dhvaja in 
monument. 


Skanda’s sub-shrine, measuring three hasta’ and having half height 
of the main prasdda’ of Visnu, should be in the second dvarana. It should 
be on the right side of the eastern gate a little away on the right.* 
Moreover, he is depicted as dvarapdlaka to the chamber of Acyuta” in the 
three-tiered structure commended for the installation of Navamiarti. His 
image may be made of stone irrespective of the material used for Visnu’s 
image in the main sanctorum.® 


Skanda, invoked as Jagadbhuva, Yajadbhuva, Visvabhuva, 
Rudrabhuva, Brahmabhuva and Bhuvadbhuva, is one amongst the deities 
invited to take part during the festivals before the ritual of dhvajarohana.’ 
He is one of the deities commended for domestic worship, as per 
Kriyadhikara. The progeny of the worshipper remains free from diseases, 
has long life and all sorts of prosperity and reaches the heaven after 
enjoying in this world.® 


Skanda has been one of the deities a least right from the time of 
Mahabharata or its part i.e. Bhagavadgita.’? His images found in North 
India confirm his worship even at the time of Kusanas. The Satavahanas 
could have been the main promoters of the system of Skanda in Andhra 
Pradesh and down to south in later times. Undoubtedly, the Vaikhanasa 
system clevated this deity to higher level and in due course of time he 





angle becomes ardharjvagata mode. This type is found in the sculptures of 
Somaskanda right from the Pallava period. 

‘In the Saivite temples of Orissa, Skanda’s image is set up in deva-kostha. In such, 

he is depicted holding cock in one of the hands whereas the peacock is shown 
below as his vahana. His seated image in ParaSuramesvara temple (c. 7 century 
AD) at Bhubaneshwar is noteworthy. 

> KLA.7.63b. 

* Ibid., 7.40a. 

* Ibid., 7.62. 

> VAL39 p.133; VAK.36 p.250. 

° KLA.7.42b-43a; KRA.5.89b-90. 

7 KIK.91 p.175. 

8 KRA.15.45b-49a. 

° Bhagavad Gita.10.24b: Senaninam aham skandah. 
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occupied a prominent place in the South Indian temples and also in the 
separate faith named Kaumara, one of the six major religious sects. 


Vakratunda 

Vakratunda' has the complexion of pravala (coral). He has 
elephant’s head’ with one tusk (danta) and four hands. He is depicted 
holding the attributes pasa on the upper right hand and vajra or ankuSa in 
the left hand. One of his hands holds sugar-cane (iksuw) and another one 
with the fruits of banana, jackfruit and mango or modaka. His head must 
be slightly tilted on the right so that his sight remains in the angle of 
ardhasacikrta position. On his right, there must be the figures of five or 
seven mangoes. His mount is venukankata and his emblem is kusa. 


Vakratunda’s image is to be fashioned in the measure applicable to 
the form of vamana (dwarf) forms obviously in 5 or 5% tala measure.’ His 
image must be depicted in seated posture irrespective of the posture of the 
dhruva image of Visnu in the main sanctum,’ which is, according to Bhrgu, 
also the injunction of the early authors. His image may be made of stone 
irrespective of the material used for the dhruva icon of Visnu in the main 
shrine.” Moreover, Vakratunda’s image may be made of both baked 


(pakva) and unbaked (apakva) earth (clay).° 


The image of Vighnesa may be placed in the deva-kostha of the 
antarala part of the main sanctum sanctorum.’ He may be depicted as the 
dvarapalaka of the second* or third d@varana.’ The same way, his image 
must be set up on the left side of the entrance of the mukha-mantapa in the 
single-tiered (eka-tala) structure of Visnu.'° Moreover, Vighnesa must be 
depicted on the left side as dvarapalaka to the chamber of Varaha located 





' KLA.15.66-69; KRA.5.172b-173a; PRA.10.36b-37a; SAA.21.30b; VAI19 p.59; 
VAK.20 p.114; YAJ.22.32b-33. 

Vakratunda is known with also other names such as Vikata, Vinayaka, 
Ekadamstra, Gajanana and Vighnesa. 

* The phrase ‘karnadirdhvam’ (above the ear) in Vimdnarcanakalpa must be 
‘kanthadurdhvam’ meaning ‘above the neck’, for the terms ‘karna’ and ‘kantha’ are 
found in these texts used alternatively. 

> Generally, the image of Vakratunda is in pajica-tala (60 angulas). However, 
Khiladhikara mentions ‘bhatardha’ meaning ‘bhita (5) and half’ (66 angulas). 

4 KRA.5.86b-87a; 17.60b-61a. 

5 KLA.7.42b-43a; KRA.22.92b-93; SAA .69.126-128a. 

° SAA.19.70a. 

7 KRA.5.41b; PRA.6.19. 

8 VAI19 p.59. 

°? SAA.21.30b, 32b, 34a. 

10 VAK.10 p.44; VAL6 p.20. 
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in the northern aisle (alindra) of the middle floor in the three-tiered 
structure of Navamirti.. A sub-shrine (parivdra-dlaya) is allotted to 
Vakratunda’ outside the gopura in the first dvarana’ on the right side. 


Vighnesa is one amongst the deities invited, to take part in the 
festival, during the time of dhvajarohana ritual in the temple.* Worship of 
Vinayaka removes all the hurdles and it causes all types of prosperity 
swiftly... Bhrgu refers to some other authorities holding the view that 
Vighnesa’s worship is must in that of Vagdevi.” 


The image of VighneSa is not found in the rock-cut cave temples of 
the Pallavas but this is common in the cave temples of Pandyas, 
Muttaraiyars and Calukyas (Plate LII-a). The earliest representation of 
Vighnesa occurs in the region of Pallavas right from the time of the Pallava 
ruler Narasimhavarman II Rajasimha (c. 700-728 AD). Such depiction is 
found inside the niche (kdidu) of the shore temple at Mamallapuram and in 
the cloister of Kaildésanatha temple at Kanchipuram (Plate LII-b).’ Right 
from the time of later Pallavas and their contemporaries viz. Pandyas and 
Muttaraiyars, Ganesa has been allotted separate shrines and mandapas 
equal to other deities. This could have been the influence of Vaikhanasa 
treatises which could also have caused for the development of a separate 
cult called Ganapatya. 


Dikpalakas 
The deities entrusted in safeguarding the directions (dis or disa) are 
called collectively ‘dik-palaka’, ‘disa-pdlaka’ and ‘loka-palaka’. They have 
very prominent role in the Hindu temples and rituals. One can notice in the 
Vaikhanasa treatises that these deities are given primary importance in all 
temple and domestic activities right from the selection of site for the 
construction of the temple or building. 


The Vaikhanasa works allot the place for them in the first @varana 
(corridor) itself and this shows how they are represented in the Vaikhanasa 
works in sub-shrines (dSraya-dlaya or anga-alaya). Alternatively, their 





' VAI.39 p.133; VAK.36 p.250. 

* KLA.7.3a. 

3 Tbid., 7.48a; KRA.15.65b. 

* KIK.91 p.175. 

> KRA.15.51b-52a. 

This is the earliest reference to VighneSa as ‘remover of obstacles’ n Vaisnava 
Agama and literature. Even in Saivism, VighneSa has occupied the place of 
CandeSa as the recipient of first piija in all occasions, probably right from the 
period of Saiva Agamas. 

° KLA. (VK), 84a. 

7K.R. Srinivasan, op. cit., p.176 (n). 
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images may be in the second dvarana in their respective directions. 
However, the deities in the place of dvara must have the place adjacent to 
the same.’ In addition, they are depicted, collectively or individually, with 
anjali-mudra or as camara-dharin in various panels of Visnu like 
Trivikrama.” 


The images of the Dikpdlakas must be in standing stance if the 
miila-bera in the sanctum sanctorum is in standing posture. Their images 
may be in standing or seated postures if the miila-bera is in seated or 
reclining posture.’ All the images should be set up facing the main sanctum 
sanctorum. At least the dhruva-bera of the dikpalakas must be made even 
though there is no way to set up their kautuka icons.’ Their images may be 
fashioned in madhyama nava-tala” However, the image of Indra is 
commended in navardha-tala (9¥ tala = 114 angulas).° 


Indra 

Indra’ is consort of Saci (Indrani) and Chandaga and he has the 
complexion of Syama or sasya-syama (plant-green). He is adorned with 
kirita-makuta and all sorts of ornaments in addition to pitambara or the 
garments of the colour of japa flower. This two-armed deity may be 
depicted in either sedentary or standing stance. His mount is horse or 
elephant and the symbol of his dhvaja is bamboo (venu). His image must 
be placed facing the main sanctum sanctorum. 


In the standing form, Indra must be depicted holding his attribute 
vajra or kulisa in his right hand and his left hand should remain as 
katyavalambita pose. In seated stance, he is depicted sitting on a good 
pedestal. In this form, the image does not hold any attribute. His another 
attribute ic. danda (gada) should be placed near. Indrani and Chandaga 
consort him on right and left sides respectively like Sridevi and Bhidevi 
accompany Visnu. 


Indra’s image, with all his features, may be set up on the eastern 
side of griva-kostha (gala or kantha part of the vimdna) above the garbha- 
grha. The image may be of three-fourth size, half, one-third or equal to the 


' VAK.20 p.119. 

* VAS.19.319. 

> VAK.20 p.108. 

* SAA.21.24b-25a. 

° KIK.87 p.50; SAA.21.26a. 

° SAA.21.24a. 

7 KIK.74 p.136; KLA.15.6-14; KRA.5.143b-144; SAA.21.24a; VAI.18 p.55; VAK.20 
p.106. Indra is known also as Sacipati, Puruhiitta, Purandara, Sakra and Satakratu. 
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dhruva-bera.' Moreover, a sub-shrine may be allotted to Indra in the first 
avarana on the right side of the eastern entrance (dvara) and in this, 
Indra’s image must be set up facing west. 


An individual temple is prescribed in the Vaikhdnasa treatises. In 
such temple, Indra’s image must be accompanied with that of all his 
subordinates and attendants. Ghrtaci, with syéma complexion, and 
Alambuka, with the complexion of utpala flower, are the attendants 
probably holding fans.’ Lomaéga, with afijana complexion, and Trita, with 
wheat-like (godhima) complexion, are the worshippers. On the other 
hand, Bhrgu and Punya may occupy the place of the worshippers on the 
right and left respectively. Vira, with the complexion like rakta-utpala (red 
lily), is his Saisika (nirmalyadharin) i.e. recipient of flowers and remnants of 
Indra. In the place between the entrance of the shrine and the gopura, the 
images of Airavata (vadrana-adhipa — king of elephants) and Parjanya 
should be set up. Parjanya, who causes pleasure to all the worlds, has 
§yama complexion and holds mahasani (thunderbolt) and he is depicted in 
varjasana posture. 


Indra is considered to be the benefactor of kings (rulers). 
Therefore, during the mahotsava of Visnu temple, bali is offered in the 
interior courtyard of the king for the welfare of the world. Then, he is 
worshipped alongwith his two consorts Jayasri and Saci who also receive 
bali.’ 


Agni 

Agni, known as also Jatavedas, Pavaka and Hutasana,° has red 
complexion like kimsuka flower and he is adorned with flaming hairs. He, 
purohita of all deities, holds the attribute sakti. His mount is horse named 
Rohita with rohita (red) complexion. His attendant is Sankha, with the 
complexion of blend of jasmine and moon. He is accompanied with his 
consorts i.e. pearl-hued Svaha and golden-hued Svadha. His icon must be 
fashioned in nava-tala measure. 





" KRA.5.44, 46. 

* KLA.7.34a, 36a. 

> The term ‘paricarika’ in Khiladhikara means ‘the attendant’ normally having the 
function of fanner. 

4 KLA.32.113-115; YAJ.40.79. 

> KLA.15.15-17; SAA.21.25b-26a. 

° KIK. 74 p.136; 
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Yama ; 

Lotus-like eyed Yama,’ consort of Sukangi or Satyavrata, has the 
complexion of krsna (black), syama, like black cloud or nila-utpala (blue 
lily) flower. His right leg below the knee is full of wounds due to curse of 
his stepmother afflicted by him ever, as per Khiladhikara. He is clad in red 
garments and adorned with all sorts of ornaments. His attributes are pasa 
and danda or gada. Pasa is held in the left hand. His mount is buffalo 
(mahisa) and his banner emblem is buffalo or vydla. His consort 
Satyavrata, daughter of Krsnavartman, is of white complexion like the 
blend of jasmine and moon. White-hued Sankhilaka is his worshipper and 
Acala is his Saisika. A separate shrine of Yama may be in the first @varana 
on the south facing north.” 


Nirrti 

Nirrti®? has blue (nila) complexion and clothed in red. He has three 
eyes and two hands possessing the weapon Sula. His consort is Sammohini 
but Bhajfijani with the complexion of sasya (plant) as per Khiladhikara. His 
immediate attendant (Saisika) is Kalabha with the complexion of kimsuka 
flower. His mount is tiger (Sardila) or elephant (ibha) named Bhautika. 
The chameleon (krkaldsa) is the emblem of his dhvaja. A sub-shrine of 
Nirrti may be in the first dvarana on the southwest and, in such, his image 
must be set up facing east.* 


Varuna . 

Varuna’ has blue (nila) complexion and dressed in red in addition 
to all sorts of ornaments. This one holds the attributes danda and pasa. His 
consort is Afijana. Alternatively, his consort may be white-hued Kanaka, 
daughter of a gandharva named Saryati. The sage Vatsala ‘with the 
complexion of flame (fire) is Varuna’s worshipper (piijaka-muni). Punya is 
his Saisika (recipient of remnants). His mount is elephant named Supratika 
having the colour of cloud (balaka). The lion is the symbol of his dhvaja. A 
sepaiate shrine of Varuna may be in the first @varana on the west facing 
east. 


1 KLA.15.18-22; KRA.5.146b-147a; SAA.21.26b; VAI.18 p.55; VAK.20 p.107. 
Yama has also names such as Dharmaraja, Madhyastha, Pretesa, Samana, Pitrpati 
and Yamaraja. 

* KLA.7.34b, 37a. 

3 Tbid., 15.23-24; KRA.5.147b-148a; VAI.18 p.55; VAK.20 p.107. 

Nirrti is known as also Arambhadhipati, Nila and Sarvaraksodhipati. 

4 KLA.7.35a, 37b. 

5 Tbid., 15.25-29a; KRA.5.148b-149; VAI.18 p.55; VAK.20 p.107. 

Varuna is invoked also as Pracetas, Yadaspati, Pasabhrt and Udakapa. 

° KLA.7.35a. 
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Vayu 

Vayu,' known as Javana, Udana and Bhutatmaka, has the 
complexion of gold (suvarna or kanaka) or crystal (accha) and is clothed in 
white (sita) in addition to wearing resplendent makuta (crown). He 
possesses the weapons sword (asi) and danda. His consort is Kumudvati. 
On the other hand, his consort may be Afijana with the complexion of 
vaidurya. She is seated with him on the same pedestal. Balaka, possessed of 
the attribute sila, is his saisika. Elephant is his mount and his dhvaja has 
the emblem of bamboo (venu). A separate shrine of Vayu may be in the 
first @varana on the west facing east.” 


Kubera 

Kubera’® is the chief of Yaksas and consort of Yavanala also called 
Rddhi. He has the complexion of white (sita), syama or like sapphire 
(indranila). He wears pitambara or garments in the colour of red or sSyama. 
His attribute is danda. His mount is pusparatha (Puspaka) or chariot yoked 
to the swans. His symbol of dhvaja is chameleon (krkalasa). Damana with 
the complexion of flame is his worshipper. Kapila, having the complexion 
like the moon, is one who serves Kubera’s feet (anghri-pijaka). Syima, 
who is also syama by complexion, is his Saisika i.e. recipient of remnants. 
Isana 

Isana,*_ known as also Iévara and Bhava, has the complexion like 
that of patali or patala flower and is clothed in white (sita) or Syama colour. 
This one, adorned with jata-mauli (jata-makuta), has four hands and three 
eyes. Sala and parasu are his attributes. Bull is his mount and symbol of 
dhvaja. His consort is Parvati. However, Khiladhikara mentions Ratijaya, 
with the complexion of indivara flower, who is the daughter of Kundaksa. 
The worshipper is the sage Dadibhaka having the complexion of white 
(Sveta). Yamajit, lotus-hued one, is his Saisika. A separate shrine of [sana 
may be in the first @varana on the northeast facing west.” 


The deities collectively called dikpdlakas are found in all the 
treatises of silpasdstra as well as Paficaratra, Saiva and Sakta sections. One 
can find the images of these deities represented also in the temples of 
Jainism. However, they are depicted in different features such as weapon 





' [bid., 15.29b-31; KRA.5.150-151a; SAA.21.28a; VAI.18 p.55; VAK.20 p.107. 

This deity is different from Vayu of Paficabhita group known as also Asu, 
Samirana and Prsadasva. 

* KLA.7.35b, 37b. 

* Ibid., 15.32-35; KRA.5.151b-152: SAA.21.28b; VAI.18 p.55; VAK.20 p.108. 
Kubera is mentioned also as Paulastya, Dhanya, Yaksaraja and Sana. 

* KLA15.36-38: KRA.153-154a; SAA.21.29a; VAL18 p.55; VAK.20 p.108. 

> KLA.7.36. 
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(dyudha), colour (varna), consort (paini) and mount (vahana). Therefore, 
their images found in various temples and monuments differ from the 
others. 


Nava-grahas 
Surya / Ravi 
Ravi has five forms viz. Strya, Vivasvan,' Aditya, Bhaskara and 
Martanda.” He is one of the deities commended for the domestic worship 
(grha-arca).’ His image fashioned in navardha-tala with two hands holding 
lotus in them is to be kept in the house alongwith his consorts and the 
deities of twelve Rasis.* 


Surya,” consort of Renuka and Suvarcala, has the complexion of 
red (rakta), dark red (atirakta) or the colour of kadamba flower. He has 
two or four legs. He wears the garments in bright-white or tiger’s skin with 
yajnopavita. He has a bright circular halo behind his head. His banner is 
marked with the emblem of horse or serpent. He mounts cight horses or a 
chariot yoked to seven horses. The one who has nothing below the thighs 
ie. Aruna is the charioteer (sdrathi). The image of Surya, fashioned in 
navardha-tala (9¥2 tala = 114 argulas), must be depicted sitting in svastika 
posture or standing on the padmapitha. Though he is generally represented 
with two hands holding lotus in both of them, he may be depicted with four 
or twelve hands holding the attributes gada, pasa, asi and sakti. This deity 
with three reddish eyes is adorned with a diadem (makuta) with a coral-red 
circular halo behind. 


In spite of the strict code that the sub-ordinate images in the temple 
must be made of the material used for the dhruva image of Visnu set up in 
the main sanctum sanctorum, Sirya’s image may be made of stone.° His 
image, to be established in the parivara-dlaya, may have the height of the 
dhruva icon as a special case, for the general rule is that the height of the 
images of sub-ordinate deities must be to the level of shoulder, breast-line 
or navel-line of the main dhruva icon of Visnu.’ 


Sirya is one of the members almost accompanying Visnu 
everywhere and he is normally depicted hovering on the hind wall in any 


1 This Vivasvan is different from the one included in the list ofvimana-pdla. 

* KLA.43.53. 

° KRA.15.19a, 

* Tbid., 15.20b. 

° KIKA9 p.86; KLA.15.39-51; 42.4-5; KRA.5.154b-156; 15.19-20; $AA.21.29b; 
VAI17 p.53; 19 p.61; VAK.20 p.120. 

° KLA.7.42b-43a; KRA.5.89b-90. 

7 KRA.5.274-275a. 
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aspect of Visnu viz. bhoga-sthanaka,' vira-sthanaka, yoga-dsana, bhoga- 
dsana; vira-dsana,; bhoga-Sayana® and vira-Sayana.’ In the panel of 
bhoga-asana form of Visnu, he is shown with ajfijali-hasta over his head 
(mastiska-afijali).. In all above cases, his image is fashioned in sri-tala 
measure with reference to the total height of the image of Visnu.” In 
addition, he is depicted hovering on the hind wall behind the image in the 
chambers allotted to Visnu, Satya, Purusa, Acyuta, Aniruddha, Nara- 
Narayana, Narasimha and Varaha in the three-tiered structure (tri-tala 
vimana) commended for the installation of Navamarti.'° 


Surya is the presiding deity of the bali-patra when bali (food) 
offering is made to the beings present in the temple premises.’ In 
addition, he is the presiding deity of popped rice (/aja) to be offered as 
oblation into the homakunda (yajfiakunda).”” 


A separate sub-shrine of Surya may be in the first @varana in the 
place between the eastern entrance and the direction of Isana ice. 
northeast.’ His shrine may be built in the second dvarana on the 
northeast.’ His image must face the west. 


Khiladhikara’’ prescribes a separate shrine to Sirya accompanied 
with his consorts and all his parivara devatas. His image may be set up 
facing east or south direction. In this, Sirya’s image must be accompanied 
with that of his consorts Suvarcala (Usa) and Renuka on right and left 
respectively. Suvarcala has syamala complexion whereas the latter has red 
complexion and clad in white (Sveta) dress. However, Bhrgu also points out 
to others holding the view that Surya must be without his consorts. The 
worshippers are Sthiladanda with coral-hue (pravdla) and conch-hued 
Sankhapala adorned with jata and holding karca in the hand. Prak-Sandhya 





1 VAL15 p.48; VAK.19 p.93; EHLI1.2. App.-C, p.19. 
* VAL15 p.48; VAK.19 p.94; EHL1.2. App.-C, p.19. 
3 VAI16 p.49; VAK.19 p.95; EH1.1.2. App.-C, p.20. 
“ VAI16 p.49; VAK.19 p.96; EHL.1.2. App-C, p.21. 
> VAI16 p.50; VAK.19 p.96; EHI1.2. App-C, p.22. 
° VAI17 p.51; VAK.19 p.99; EHL.1.2. App-C, p.24. 
7 VALIT7 p.51; VAK.19 p.100; EHI.1.2. App-C, p.25. 
8 KIK.53 p.94. 

° VALIT p.53. 

‘0 Tbid., 39 p.133; VAK.36 p.249-250. 

1 VAS.27.9a. 

? VAJ.26.23a. 

8 KLAT Ala: 

“4 Ibid., 7.58a. 

8 Thid., 43.28b-31a, 54-68a. 
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with dhimra complexion and red-hued Praci-Sandhya occupy the place of 
dvara-pala on the right and left sides respectively. Gayatri and Savitri are 
the dvara-palikas on the second door. The seven horses must be depicted in 
the middle of staircase (sopana). Aruna, the son of Kasyapa occupies the 
place of anuja (charioteer) in the seated stance. Tapana is the Saisika i.e. 
immediate attendant and recipient of remnants of Surya. The eight Vasus 
are the dvara-pdlas on the third entrance in two groups of four each. 
Mahabhitta occupies the place of bhiita-pitha facing outwards. 


The red flowers especially the japa flower is to be used for the 
worship of Sirya. Black flowers are prohibited but the blue-lily (nila- 
utpala). His favourite things are rakta-candana (red sandal), copper and 
earthen vessels.' ne deities of doorframe and others are same as 
applicable to Visnu.” In addition, the utsava and bali offering, etc. are to be 
performed as it is in Visnu temple.’ All these indicate that the status of 
Surya in Vaikhanasa works is on par with Visnu which undoubtedly led to 
the promotion of a new sect called viz. Sauram i.e. the cult of Surya. 
Sitrya’s icons in relief forms are available in the regions of south Tamil 
Nadu in rock-cut caves like Tiruchirappalli (Plate LII-c). 


Candra 

Candra* has the complexion of white (sveta or sita), bright white 
(sukla) or like blend of gold and white and appears in the bright white 
circle. He has a halo behind his head and is decorated with indra-mauli 
(bejewelled kirita-makuta). He is clad in red garments. This two-ar med one 
holds sugar-cane bow (iksu-capa) or a bow and arrow. > He is accompanied 
with Rohini (Tara) and Phalguni on the right and left respectively like 
Visnu with Sridevi and Bhidevi. Crab is the emblem of his dhvaja. His 
chariot has eight golden or white (Sveta) coloured horses’ viz. Sukha, 
Jayada, Sakti, Visoka, Yuddhaparaga, Hrsta, Samrat and Ananda which 
are created by Brahma. They have hairs in golden (hiranya), leg and nose 
(nostril or snout) in the colour of coral (pravala) and the hoof in the colour 
of parrot’s tail (Sukapincha). 


" [bid., 43.68b—71a. 

* Ibid., 43.31b. 

* Ibid., 43.79a. 

* KIKA9 p.86; KLA.15.85b-88a; KRA.5.184-185; VAK.20 p.120; EHI1.2. App-A, 
P 27. Candra is known also as Atreya, Vasistha, Soma, Yajfianga and Indu. 

° The phrase ‘iksu-capa’ found in the texts means ‘sugar-cane bow’ which is 
normally the attribute of Manmatha. The term isu-capa’ meaning ‘arrow and bow’ 
found in Vaikhanasagama text in Rao’s appendix is apt. 

° KLA.15.88b-89a; 15.94-96a. 
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An interesting legend is found in the Khiladhikara as to why 
Candra must be depicted with a scar on the right side of his head.' While 
Candra had a battle with Indra for Tara and happened to face Siva’ (Vrsa- 
vahana), the latter hit him on his head with his sala. Since then, Candra has 
a scar-mark on his head. 


A sub-shrine of Candra, facing the south, may be in the second 
avarana on the northern side.’ In such shrine, the eight horses must be in 
the place of mount (vahana-sthana). The sages Vimala and Pusyaka are his 
worshippers. Vimala has white (sita) complexion and he is clothed in syama 
colour. Pusyaka has amala (probably white) complexion. He is one of the 
deities almost accompanying Visnu and he is normally depicted hovering 
on the hind wall in any aspect of Visnu viz. bhoga-sthanaka,’ — vira- 
sthanaka, yoga-asana,° bhoga-dsana,’ vira-dsana,’ bhoga-sayana’ and 
vira-Sayana.'” Candra, with afjali-hasta over his head (i.e. mastiska-anjali), 
accompanies the bhoga-dsana aspect of Visnu." In addition, he is depicted 
hovering on the hind wall behind the image in the chambers allotted to 
Visnu, Satya, Purusa, Acyuta, Aniruddha, Nara-Narayana, Narasimha and 
Varaha in the three-tiered structure (tri-tala vimana) commended for the 
installation of Navamirti.'”. Moreover, his image may be depicted above 
the prastara, obviously in the bhadra-kostha, in the dvi-tala (two-storied) 
structure. 


Candra is the presiding deity of seeds (bija). Therefore; he is 
invoked in the seeds during the time of ankurarpana ritual. In such ritual, 
he is in seated form holding the bija (seeds).'* Further, Khiladhikara 
specifies that the worship of Candra enables the worshipper to be 
courageous instead of being a coward.” 





 [bid., 15.89b-93a. 

? The adjectives ‘vrsa-vahana’ and ‘siila-pani’ are applicable to Siva or Isana. 
> KLA.7.58a; 15.94, 966-97. 

“ VAI15 p.48; VAK.19 p.93; EHIL1.2. App-C, p.19. 

> VAIS p.48; VAK.19 p.94; EHL1.2. App-C, p.19. 

® VAI.16 p.49; VAK.19 p.95; EHI.1.2. App-C, p.20. 

7 VAL16 p.49; VAK.19 p.96; EHLI.2. App-C, p.21. 

8 VAI.16 p.50; VAK.19 p.96; EHIL1.2. App-C, p.22. 

° VALIT p.51; VAK.19 p.99; EHL1.2. App-C, p.24. 
0 VALI7 p.51; VAK.19 p.100; EHI.1.2. App-C, p.25. 
" KIK.S3 p.94. 

? VAL39 p.133; VAK.36 p.249-250. 

8 YAJ.8.60a. 

14 Thid., 22.42b-43a. 

® KLA.93b. 


362 VAIKHANASA ICONOGRAPHY 


Mangala 

Mangala’ has red complexion like the flower of bandhiika or 
kadamba and is clad in blue (nila) garments. His attribute is sakti and 
Sarabha is the emblem of his dhvaja. He is accompanied with his consort 
Kumuda or Sukambusa or Sukajusté of red complexion. Vakra is his 
Saisika. His mount is varaha (wild-boar) or white horse with black (Arsna) 
face and tail. A separate shrine of Bhauma (Mangala) may be in the second 
avarana on the east.” 


Budha 

Budha,’ referred to as also Saumya, Tareya and Sravisthaja, is the 
son of Tara. He has the complexion of Syama or of grass (sasyabha) and he 
is clothed in red. This two-armed one holds the attributes Sara (arrow) and 
bandsana (bow). His consort is called Buddhadevi, Siddhadevi, Susila or 
Ila. Vasisthaka is his immediate attendant (Saisika). His vehicle is heron, 
chariot or a horse named Vamadeva. The emblem of his dhvaja may be 
darpana (darvi?), lion or vulture. The word ‘Visnuvarnanga’ in 
Khiladhikara indicates not only his colour but also his Adhidevata to be 
Visnu, which is confirmed with the mantra used to invoke him. A separate 
shrine may be allotted to him in the second avarana on the southwest. 


Brhaspati 

Brhaspati, popular with the name Guru, has yellow complexion 
(pita)° and is clothed in the colour of puspasyama’ or Syama in addition to 
antelope-skin as his upper garment. He is generally described as staying 
amidst the plantain groove, holding darbha grass in his hands and, along 
with his wife Tara. Guru, considered the brilliant preceptor of the deities, 
mounts on a lion or a stout swan along with his dhvaja marked with the 





' KLA.15.75b-76a; KRA.5.175-176a; VAL19 p.62; VAK.20 p.120. 

Mangala is also known as Kuja, Angaraka, Bhauma, Vakra, Rakta and Dharasuta. 
* KLA.7.56b. 

3 Thid., 15.79b-80; KRA.5.179b-180; SAA .36.35a; VAI.19 p.62; VAK.20 p.120. 

* KLA.7.57a. 

> Ibid., 15.77b-79a; KRA.5.178-179a; SAA.36.34b; VAI.19 p.62; VAK.20 p.121; 
EALI.2. App-A, p.27. 

° Brhaspati has the complexion of white (sita) as per VAI. However, it is yellow 
(pita) as per Rao’s appendix and also the invocatory mantra of Brhaspati. 

’ The phrase ‘puspa-Syama’ must be ‘patra-syama’ meaning ‘the green / dark 
colour of leaf’. 

® The sculpture shown in the plantain groove is hardly found. An image of Siddha 
Devi or Rambha Devi, found in Bengal, is sculpted with banana plants on both the 
sides. (Cf. G. Bhattacharya, ‘A special type of Devi figure from Bihar and Bengal’, 
Facets of Indian Art (Symposium). 
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emblem of kusa or darbha grass, the chief material of the priest. He is 
depicted with makuta with purima. 


A separate sub-shrine (4Sraya-dlaya) may be assigned to him in the 
second dvarana on the south.’ He is depicted on the hind wall in the 
chamber prescribed for Satya’ existing on the southern side on the ground 
floor in the three-tiered structure commended for the installation of 
Navamirti. 


Sukra 
Sukra, also known as Bhargava, Kavya and Parisarpin, is of silver 
(rajata) complexion and is wearing the garment made of bark of the tree 
(valkala) and antelope-hide as his upper garment (uttariya). Being the 
intellectual counterpart to Guru, Sukra is the preceptor of the Asuras. He, 
consorted with Jaya’ or Sumata, is depicted with jata- sani His emblem 
of dhvaja is sruva or flame (fire). His mount is ram (mesa). Alternatively, 
the group of clouds viz. Agnija may be his mount. His attendant is Sumada. 
His sub-shrine (a§raya-dlaya) may be in the second avarana on the west.” 


Sukra’s image is depicted on the hind wall in the chamber allotted 
to Satya’ on the south on the ground floor in the three-tiered structure 
commended for the installation of Navamirti. In the panel of Tirvikrama, 
Sukra is depicted being attacked by Garuda, as the former as to stop 
the king Bali from his offering the land required by Vamana.* 


Sani 

Sani’ has the complexion of afjana or that of nila-utpala (blue-lily) 
or Syama like sword (asi-syama) probably made of iron. Because of his 
slow movement, he is called Sanaiscara and Manda. This one is two-armed 
wearing silken cloth (kusacira). His consort is Kumuda. His mount is wild 
boar (varaha) or chariot. The wild boar is the symbol of his dhvaja. He may 
have a subordinate shrine in the second dvarana on the southeast."° 





" KLA.7.57a. 

? VAI39 p.133; VAK.36 p.250. 

3 KLA.15.81-82a; KRA.5.181; VAI.19 p.62; VAK.20 p.121; EHI.1.2. App-A, p.28. 
* As per another reading of Kriyadhikara, Sukra’s consort is Jayanti. 

> This is according to Rao’s appendix. 

° KLA.7.57b. 

7 VAI.39 p.133; VAK.36 p.250. 

8 KRA.11.76; SAA.59.60b-61a; VAS.19.31b-32a. 

? KLA.15.76b-77a; KRA.5.176b-177; VAI.19 p.62; VAK.20 p.120. 

Sani, the son of Surya, is also known as Sauri, Sanaiscara, Manda and Raivatya. 
 KLA.7.56b. 
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Rahu 

Rahu,' consort of Jara,’ is of syama hue and is clothed in red like 
japa flower. This two-armed one, identified with snake-hood shading over 
the head, possesses the weapon pasa. His head is backed with a circular 
halo. The snake is his mount as well as the emblem of his dhvaja. 


Ketu 

Ketu,? known as also Krsna, Raudra and Prakasin, is consort of 
Nagi.’ He has dhiima or dhiimra complexion and is clothed in white. He 
resembles Rahu in other features. 


Vedas 
The Vedas are depicted as the mount (vahana) of Varaha.’ In the 
sculptures, the Vedas are depicted in anthropomorphic form in different 
panels of dhruva icons of Visnu. 


Rgveda 

Rgveda,° consort of Vidya, has the complexion of white (Sveta) or 
of crystal (sphatika) and is clad in red or yellow garments (pita-ambara). 
This two-armed one, adorned with kirita (mauli), holds flowers in the 
hands. Sadrtu’ is his mount and emblem of dhvaja. 


Yajurveda 

Yajurveda,* consort of Buddhi, has the complexion of yellow (pita) 
and is clad in white (sveta) or yellow (pita) dress. This two-armed one is 
adorned with kirita (mauli). Kulisa (Sakti) is his attribute (@yudha). His 
dhvaja has agni (flame or fire) as symbol. 


Samaveda : 
Samaveda,’ consort of Mati, is of the complexion of red or that of 
rising sun (bdla-arka) and is draped in yellow garments. This one with two 
or four hands has sapta-svara’® as its mount and symbol. 


' VAL19 p.62; VAK.20 p.120. 

? VAI mentions the word ‘Jaydpati’ meaning ‘consort of Jaya’. 

> VAI19 p.62; VAK.20 p.122; VAK.(V).20 p.103; EHI.1.2. App-A, p.28. 

* Vimanarcanakalpa (V) correctly gives the word ‘Nagisa’ but it is ‘Naria’ as per 
Vimanarcanakalpa. According to Rao’s appendix, it is ‘Nadgesa’. 

> VAS.18.9a. 

° VAI.20 p.65; VAK.20 p.128; VAS.18.9b, 10b. 

7 The term ‘sadrtw’ may mean any flower available all seasons. In such it must be 
lotus. 

° VAI.20 p.66; VAK. 20 p.128; VAS.18.9b, 10b. 

* VAI.20 p.66; VAK.20 p.128; VAS.18.10a, 11b. 

The term ‘sapta-svara’ must be any musical instrument like Vina producing 
seven musical notes. For Sémaveda is said to be source of music (gandharva-veda). 


f 
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Atharvaveda 

Atharvaveda,’ consort of Kala, is red or afijana in hue and is 
dressed in white (Sveta). This two-armed one holds kurca. His mount is 
swan and sruva is the symbol of his dhvaja. 


The personified forms of the Vedas occupy the place of mount 
(vahana-sthana) in the temple of Varaha.” They must be depicted on the 
hind wall of the chamber allotted to Visnu in Yoga-sayana form on the top 
floor of the three-tiered structure (tri-tala vimana) specified for of 
Navamiarti.’ 


Paica-bhitas 
The images of Pafica-bhita, in anthropomorphic form, should be 
depicted seated on the same pedestal, obviously in sukhdsana posture, 
folding the right leg and placing it on the pedestal. The images of 
Gavistha, Vayu, Agni (Abhuranya), Toya and Bhimi must be placed right 
to left in the order. However, the consorts of Gavistha, Vayu and 
Abhuranya must have separate pedestal.” 


Bhumni 

Bhimi or Harini® is of syama complexion and she is clad in white 
(sveta) dress. This one, adorned with kirita and all sorts of ornaments, holds 
lotus in her hand. Her mount is cataka bird. 


Toya 

Toya’ or Gaubera is consort of Kanaka. However, Bhrgu refers to 
view of Satatapa (Vikhanas) that this deity is in the form of napumsaka 
(hermaphrodite).* He has the complexion of afijana or like that of utpala 
(lily) flower and he is clad in the dress of the colour of parrot’s tail. He 
holds the weapon pdsa or Sakti. Urmi is his attribute (ayudha) as per 
Kriyadhikara. Elephant or bull is his mount and lion or galaka is the 
symbol of his dhvaja. 


! VAI.20 p.66; VAK.20 p.129; VAS.18.10a, 11b. 

* VAS.18.3. 

> VAI39 p.134; VAK.36 p.251. 

* KLA.15.152b. 

° Ibid., 15.154b; KRA.5.221b. 

° KRA.5.224b-225. 

7 KLA.15.151, 153a; KRA.5.222-224a; VAI.20 p.65; VAK.20 p.127. 

8 This is suitable, for the treatises are silent about the consort of Gavistha while 
speaking of the place allotted to them. 
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Gavistha 

Gavistha' or Akasa, consort of Satyalocana, has the colour of the 
khadga (sword) or of indivara (lily). He is dressed in yellow (pita) and 
adorned with makuta (kirita) and variety of ornaments. His attribute is 
danda. His banner has the emblem of bird’ viz. bherunda as per 
Kriyadhikara, and his mount is chariot or kumbha. 


Agni 

Agni® is consort of Sankhyaka or Sankhya. However, his consort is 
Svaha as per Kriyadhikara. He has pingala or golden complexion and 
dressed in blue (nila). This one, holding the weapon Sakti, has bright 
resplendent hair (agni-sikha). On the other hand, his hair may have the 
colour of parrot’s tail (hari-pifijara). His mount is elephant or mare 
(badava). Monkey is the mark on his dhvaja. 
Vayu 

Vayu’ is consort of Calika or Cajficalika but of Udayini as per 
Kriyadhikara. He is of syama complexion and clad in the garments of 
yellow or pinga colour or that of kusumbha flower. This one holding the 
weapon sword (asi) mounts an elephant. His mount may also be a snake 
(ahi?) named Plavaka. He is renu-dhvaja. 


Gana-devatas 
Adityas® are twelve in number. They are Dhata, Aryama, Bhaga, 
Amésu, Mitra, Varuna, Vivasvan, Pisan, Parjanya, Tvasta, Visnu and Indra. 
They resemble Bhaskara (Surya) in all aspects. They are placed in the 
antarala on the south facing west. 


Ekadasa Rudra-gana' consists of eleven members hence the name. 
They are Ajaikapad, Ahirbudhnya, Pinakin, Parajit, Mrgavyadhaka, Sarva, 
Nirrti, Isvara, Kapalin, Bhava and Sthanu. All of them have white (Sveta) 





1 KLA15.147-148, 153b; KRA.5.216-217; VAK.20 p.127; EHLI.2. App-A, p.33. 
The description is not found in Vaikhanasagama but in Rao’s Appendix. 

* The term ‘khadga’ in Vaikhanasdgama must be ‘khaga’ meaning ‘bird’. Rao sites 
the word ‘khaga’ from Dhyanamuktavali. 

3 KLA.15.150, 153a, 154a; KRA.5.220-221a; VAI.20 p.65; VAK.20 p.128. 

Agni, one of the pafica-bhiitas known as Vitihotra and Abhuranya is different 
from the one enumerated in the list of loka-palaka. 

4 KLA.15.149a, 54a; KRA.218b-219; VAI.20 p.65; VAK.20 p.128. 

This Vayu, known as also Asu, Samirana and Prsadasva, is different from the one 
in the group of loka-pala. 

> The word ‘ahi’ also means ‘cloud’. 

® VAI.21 p.68; VAK. 20 p.134. 

7 VAL21 p.68-69; VAK. 20 p.134. 
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complexion and they wear tiger’s hide (vydghra-carma). They have bluish 
(nila) neck and three eyes. They resemble Rudra (Siva) in other features. 


Gandharvas' have the complexion of pollen-grain of the lotus 
(padma-kinijalka) and they are draped in puspavastra. These two-armed 
ones having protruding teeth (damstra) hold pasa as their weapon 
(ayudha). Elephant is their mount and emblem of dhvaja. 


Rsi-gana, the group of sages in general, is of golden (kanaka) 
complexion; they wear kusa dress in addition to antelope-skin (krsna- 
ajina). They are adorned with jata-makuta. 


Maruts,’ seven in number, are the sons of Marudvati. They have 
dhiima (grey or smoky) complexion and are dressed in white (sita). These 
two-armed ones hold sword in their hands. Monkey is their mount and 
conch-shell (Sankha) is their emblem of dhvaja. 


Pranas;’ five in number, are of golden (kanaka) complexion and 
dressed in white. All are two-armed holding swords. Their mount is 
monkey and conch-shell is the symbol of their dhvaja. 


Rtus, six in number, are in the colour of lotus (padma) and dressed 
in white (sveta). They are two-armed holding flower. Puspa-ratha is their 
mount and lightning (vidyut) is their symbol of dhvaja. 


Satarudras,° the presiding deities of herbs (osadhi) are of white 
(Sveta) complexion (Sveta) and they wear tiger’s skin. They have three 
tawny brown (piriga) eyes and blue (nila) neck, and they hold kapdla in 
their hands. In other aspects, they resemble Rudra. 


Vasu-gana' consists of eight members viz. Dhara, Dhruva, Soma, 
Apa, Anila, Anala, Pratyisa and Prabhasa. They have the complexion like 
lotus (padma) and are clad in puspavastra. They are two-armed holding 
lotus in their hands. Rabbit (Sasa) is their mount as well as the symbol of 
dhvaja. 


Vatsaras® (the deities of years) have the complexion like lotus-petal 
(padma-patra) and they wear puspavastra. All are two-armed and they hold 





1 VAI21 p.68; VAK. 20 p.134. 
2 VAK.20 p.135. 

3 VAI21 p.68; VAK.20 p.133. 
4 VAI21 p.68; VAK.20 p.133. 
> VAI.21 p.69; VAK.20 p.136. 
° VAI.21 p.68; VAK.20 p.134. 
7 VAI21 p.69; VAK.20 p.135. 
8 VAI.21 p.68; VAK.20 p.133. 


368 VAIKHANASA ICONOGRAPHY 


danda. All of them, born in the constellation of Svati, have rabbit as their 
mount and dhvaja mark.' 


Vidyddharas’ are Syama in hue and dressed in red. They have 
protruding teeth (damstra) and reddish hair. These two-armed ones hold 
damaru and the weapon gadd. Buffalo is their mount and emblem of 
banner. 


Other divinities in the temple 
In addition to the above, one can find the following divine beings 
described in the Vaikhanasa treatises. 


Jambava 

Jambava,’ consort of Bala, has Syama complexion and is draped in 
red clothes. His jata is adorned with the tail-feather of bird (vdla-mauli). 
This two-armed one wears channavira. Lion or deer (mrga) is his mount as 
well as the emblem of his dhvaja. His form must be of child as per the 
invocatory mantra. He is dvara-palaka at the first entrance of the chamber 
of Acyuta* on the western side, located on the ground floor in the three- 
tiered structure (tri-tala vimana) highly praised for the installation of 
Navamitrti. 


Sundara 

Sundara, consort of Sunanda, has syama complexion and he is 
dressed in red. This two-armed one holds lotus and is decked with all 
variety of ornaments. Elephant i is his mount and the bird® is the emblem of 
his dhvaja. This deity is to be Sersipped in case the dhiipa-patra falls 
down during the time of rituals.’ He is different jrom Suncare: the 
companion of Krsna and partial incarnation of Garuda.® 


He is an inseparable companion of Kiskindha as a fanner and he is 
depicted attending Visnu in bhoga-dsana’ and vira-sthdnaka aspects.’ He 





' According to VAI, Sara (arrow) is their mount and emblem of their banner. VAK 
and Rao’s appendix mention Sasa (rabbit) in stead. 

? VAL21 p.69; VAK.20 p.136. 

3 VAI21 p.70; VAK.20 p.137. 

4 VAI39 p.133; VAK.36 p.250. 

° KIK.49 p.85-86; VAI.21 p.71; VAK.20 p.139. 

® The term ‘khadga’ in Vaikhanasdgama, as mentioned earlier, must be ‘khaga’ 
meaning ‘bird’. 

7 SAA.72.67a. 

8 VAK.21 p.147. 

° KIK.S3 p.94. 

VALS p.48. 
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is depicted also as the fanner to Visnu' set up in the cell on the middle 
floor of the three-tiered structure meant for the installation of Navamiurii. 
In addition, he is the dvara-pdlaka of the second entrance to the chamber 
allotted to Yoga-Sayana Visnu on the top floor in the tri-tala structure of 
Navamiirti.’ 


Pavitra 

Pavitra, invoked also as Mantra, Japya and Suddha, has 
napumsaka (hermophrodite) form with avijana complexion and is dressed 
in white. Bull is his mount and galaka is the emblem of his dhvaja. Urmi’ is 
his attribute (a@yudha). 


Pavana 

Pavana, known also as Sarvatirthajala, Punya and Punyapijita, has 
pinga complexion and he is clad in garments in sya@ma colour. He resembles 
Pavitra in other aspects. 


Taksaka 

Taksaka,° invoked also as Sarparaja, Ksitija and Dharadhara, is the 
king of serpents and consort of Jara. He is syama in hue and is clad in 
golden-coloured (hema-ambara) garments. His head is overshadowed with 
serpent hood consisting of five or seven heads. His mount and symbol of 
dhvaja may be ajagara (boa), makara or elephant.’ 


Asura 

Asura,® consort of Nila, is Syama in hue and he is clad in red 
clothes. This two-armed one holding sila appears ferociously with his red 
hair and protruding teeth (damstra). Donkey is his mount and emblem of 
dhvaja. He is depicted as dvara-pdlaka at the second entrance to the 
chamber allotted to Yoga-Sayana Visnu in the fri-tala structure of 
Navamirti.? 





1 [bid., 39 p.133; VAK.36 p.249. 

? VAI.39,133; VAK.36 p.249. 

? VAI20 p.66; VAK.20 p.130. 

‘ The term ‘armi’ means ‘waves’. 

> VAI20 p.66; VAK.20 p.130. 

° VAI.20 p.66; VAK.20 p.130. 

’ Vaikhanasagama mentions elephant whereas Rao’s appendix mentions makara as 
his mount. 

8 VAI.21 p.70; VAK.20 p.137-138. 

° VAI39.133; VAK.36 p.249. 
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Manmatha 

Madana.' familiar with the names Manmatha and Kama, is consort 
of Rati. He is of syama complexion and his garments are in golden hue. 
This beautiful one with two hands holds the bow made of sugar-cane (iksu- 
capa) and the arrows made of flowers (puspa-bana). Makara is his mount 
and mark of banner as well. 


The image of Manmatha, facing the west, must be depicted on the 
sopanabhitti (wall of the staircase) of the entrance to the chamber allotted 
to Acyuta’ on the western side on the ground floor in the tri-tala structure 
highly praised for the installation of Navamuirti (Plate XLVII-b). 

ASvins 

Aégvins® viz. Nasatya and Dasra are the beautiful identical twin sons 
of Tvastri.’ They have the complexion of the cow-milk (go-ksira) and are 
dressed in the colour of asoka flower. These are two-armed holding 
flowers. Peacock is their mount and crow’s feather (kaka-paksa) is their 
emblem of dhvaja. 


They are present in panels of Dhruva-beras of Visnu. They are the 
door-keepers (dvara-palaka) of the first entrance of the chamber allotted 
to Satya’ in the three-storied structure of Navamurtis. 


Halesa 

Halesa.° consort of Yama, has white (Svera) complexion and is clad 
in blue (nila) garments. This two-armed one has the lotus as his mount and 
symbol of dhvaja. He is depicted on the left side of Varaha established in 
the northern chamber on the middle floor in the ¢ri-tala temple meant for 
the installation of Navamurtis.’ : 


Kinnara 

Kinnara® pair (mithuna), the musicians, has the human form in the 
upper portion of body with two wings on the sides besides the legs of birds 
below that. One is male and another is female. They hold a music 
instrument i.e vina in addition to making tala beats with their palm. Nala or 
lotus (padma) is their symbol of dhvaja and they move in the air. This pair 
is present in almost all the panels of dhruva images of Visnu. 





!VAI21 p.70; VAK.20 p.138. 

2 VAI39 p.133-134;, VAK.36 p.250. 
> VAI.21 p.69; VAK.20 p.135. 

4 KIK.88 p.168. 

> VAI.39 p.133; VAK.36 p.250. 

6 VAK.20 p.137. 

7 VAI.39 p.133; VAK.36 p.249. 

8 VAI.21 p.70; VAK.20 p.138. 


CHAPTER VII PARIVARA-DEVATAS 371 


Prahlada 

Prahlada,' consort of Prana, has red complexion and white (sita) 
garments. This two-armed one with jata is depicted holding flowers. 
However, as per the description of his mantra, he must be depicted holding 
gada. Horse is his mount as well the symbol of dhvaja. 


Prajapati 

Prajapati’ is of white (‘vefa) complexion and he has one head 
which alone differentiates him from Virifici (Brahma) with four heads. His 
all other features resemble that of Brahma. 


Sarvesvara 

Sarvesvara’ is of the complexion of cloud (megha) and clad in 
white clothes. However, according to another reading of the Kriyadhikara, 
his complexion is like that of lightning (vidyut). He holds the attribute 
danda. The beetle (sadanghri) or camel* is his mount as well as the symbol 
of his dhvaja. 


Yaksa ; 

Yaksa, the chief of yaksas, has golden or Syama complexion and 
he is draped in red garments. He has two hands holding flower. Cloud is 
the emblem of his dhvaja and his mount. 





' VAI21 p.70; VAK.20 p.138. 

2 VAI21 p.69; VAK.20 p.137. 

The term ‘ekavastra’ in VAK must be ‘ekavaktra’ as found in Vaikhanasagama. 

> KRA.5.227b-228. 

4 Kriyadhikara mentions two mounts i.e. beetle and camel. However, another 
reading of the passage in Kriyddhikara does not mention the camel. 

> VAI21 p.70. 


CHAPTER VHI 
CONCLUSION 


The devotional hymns of Alvaérs and Purdnic literature that 
developed side by side had influenced the Agamas which emphasise iconic 
worship thus promoting the development of iconography in systematic 
manner. 


The history of Vaisnava iconography is traceable in plastic art form 
right from the time of the Kusanas. However, we have a number of literary 
references right from the time of Panini. As far as South Indian 
iconography is concerned, we have a lot of references in literature from the 
Sangam period as well as contemporary hymns of Alvdrs but concrete 
representations in plastic and paint form are traceable from the time of 
Pallavas of Kanchipuram and the Pandyas of Madurai. However, a lot of 
literary evidence of the existence of temples enshrining images of worship 
of the early period is available. 


The plausible reason for the non-availability of original temples of 
the early period is the usage of perishable materials like timber, mortar and 
brick. It was for the first time, it seems, that a trial was made by the Pallava 
ruler Mahendravarman I (c. 580-630 AD), as per his Mandagappattu 
inscription in the rock-cut cave temple dedicated to the Trinity, without 
using the usual materials i.e. brick, mortar, timber and metal in the 
construction of a temple. 


The period from the Pallavas had witnessed almost all the 
prescriptions of Vaikhanasa iconography easily available in artistic forms. 
However, in the survey of such details, one has to keep the followings 
points in the mind: 


1. Though the history of Vaisnava iconography is traceable right from 
the time of Panini, the author of Vyakarana-sutras, the actual icon 
in the plastic art form is possible almost from the time of the 
Kusanas. As far as the South Indian iconography of Visnu is 
concerned, the literary evidence plays an important role on par with 
the monuments almost traceable from the pre-Pallava period. 


2. In many temples, even the corroded icons of Visnu have not been 
removed from the temples and the same are still in worship, for 
such temples have the credit of being ‘divyadesa’ on account of 
being praised by the Alvdrs in their hymns collectively known as 
‘Nalayira Divyaprabandham’ (Divine 4000 hymns). In some 
temples, the corroded icons of the clustering deities have been 
removed or replaced with a new one. Therefore, the classification 
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of the icons of Visnu in any four types (Yoga etc.) becomes a 
difficult task. 


The renovation of the temples and images poses a problem of 
dating the temples and icons set up in them. 


Addition of the consorts viz. Sridevi and Bhidevi and Brahma in 
some temples is one of the problems in the identification of Vira 
and Abhicarika types of icons. 


A number of Sthala-puranas (local legends), composed almost after 
9™ century AD and believed to be the part of some Puranas, have 
changed even the names of icons of the female deities especially of 
Sridevi and Bhidevi and in some places they are named after the 
rivers adjacent to the place or the temple. For instance, in many 
temples on the banks of the river Kaveri, Bhidevi is identified as 
Kaveri-devi. 


Many temples and images had been renovated in later times with 
the same or better material. Though there is a strict rule in the 
Vaikhanasa Agamas in this regard, there is no evidence that this 
had been followed strictly and meticulously. 


Many temples and images had been destroyed during the invasions 
of the Islamic rulers in the 11 and 16" centuries. The wooden 
dhruva-bera of the main deity in Varadaraja Perumal temple at 
Kanchipuram which is kept in the water-tank (Anantasaras) of the 
temple is one of the best examples. 


Most of the images in worship in the shrines are not open for a 
close study of sculptural features and characteristics due to 
ritualistic prohibitions. 


In recent centuries, in the name of renovation, usage of cement and 
modern man-made materials rather than the material with which 
the image is made of has been observed wherein the originality of 
the image is not traceable. For example, the recumbent image on 
the first tala and the standing image on the second tala in the three- 
tiered Kutalalakar temple at Madurai have been recently renovated 
with modern cement and coloured with modern synthetic paints. By 
this, the antiquity as well as the originality of the images is lost. 


Many of the temples of Visnu, currently following Vaikhanasa or 
Pajficaratra system, cannot be exactly classified (except in some 
cases supported with epigraphy) under the two categories, for no 
support is available to trace out whether they were originally 
following Vaikhdnasa or Pajicaratra system. In most of the temples, 
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the system had changed almost right from 10" century AD, 
obviously for want of the priests (piijakas or arcakas), as is the case 
at present. Therefore, the survey is based on the iconographical 
details alone irrespective of the worshipping system prevalent there 
at present. 


The Pajficaratra system, prevalent in North India right from the 
early period, also existed in South India side by side but not in a 
full-fledged manner. This is testified by the vyuha concepts of 
Paficaratra found in the early Tamil literature as well as epigraphy. 
Moreover, in the Vaikhdnasa works too, one can find how these 
Vaikhdanasa authors treated the Pafcaratra works almost like rivals. 
Therefore, one cannot come to conclusion that all the icons found 
in South India (both in the temples and other monuments) are as 
per Vaikhanasa prescriptions alone. For instance, the early Pallava 
metal images (at Kanchipuram, etc.) hold gada in the lower left 
hand but this dyudha is not admissible in the Vaikhanasa works. 
The plausible reason is that this period witnessed the amalgamation 
of the iconographic features of the two systems. At the same time, 
in some temples (almost all the temples near Tirunagari, the birth- 
place of the Vaisnava hymnist Tirumankai Alvar) the attribute gada 
had been removed resulting in the lower left hand appearing to be 
aru-hasta, herein one can see the lower left hand palm with a 
depressed socket for the insertion of the upper end of gada whereas 
the lower end of gadd is supposed to be fixed on a socket in the 
pitha (pedestal), a separate component on wnich the main icon is 
fixed following a technique of jati- -bandhana.' However, the exact 
reason and time of the removal of gada cannot be fixed. 


Survey of icons in the temples of Visnu 
The temples of Visnu, in their original condition as well as the 


renovated ones, can be classified into two major groups: 


a) Divya-desas which had been praised by the Vaisnava hymnist 


saints known as Alvars. 


b) Abhimana-desas which had not been praised by the Alvars either 


because those temples belonged to post-Alvar period or they had 





1 In the metal icons, the pitha and the main icon are cast separately. Afterwards, 
many precious gems and metals are placed inside the pitha and the main icon is 
fixed in it and later adjusted in such a skilful manner that no one can notice it. In 
due course of time, if the icon is not cleaned well after the bathing ceremony, the 
part of the icon inserted into the pitha gets corroded and, therefore, gives way for 
the shaking of the icon. 
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not been noticed by the Alvars. However, these temples had been 
given the status of divya-desa by the Vaisnava Acdryas viz. 
Ramanuja (temple at Tirunarayanapuram or Méelkote in 
Karnataka’ ) and Varavaramuni known as also Manavalamamuni 
(temple of Rajagopalasvami at Mannarkudi’ in Tamil Nadu). 


Dhruva-beras in the temples in worship 

Sthanaka Visnu icons, in general, are found in Varadaraja Perumal 
temple at Kanchipuram (Kanchipuram district, Tamil Nadu), Venkatesa 
Perumal temple at Tirumala (Tirupati) Hills (Chittoor district, Andhra 
Pradesh), at Uraiyur’ (Trichy district, Tamil Nadu), Deyvanayaka temple 
at Tiruttevanartokai (Nagappattinam district, Tamil Nadu), twin-temples at 
Tiruttolaivillimangalam (Tuticorin district, Tamil Nadu), Vaikunthanatha* 
temple at Srivaikuntam, (Tuticorin district, Tamil Nadu), Mayakkittan 
temple at Tirukkulantai (Tuticorin district, Tamil Nadu), Katkaraiyappan 
temple at Tirukkatkarai (near Thrissur, Kerala), Muilikkalathan temple at 
Tirumoolikkalam (near Ernakulam, Kerala), Mayappiran temple at 
Tiruppuliyur (near Chengannur, Kerala), Imaiyavarappan temple at 
Tirucchenkundrur (near Chengannur, Kerala), Narayana temple at 
Tirunavai (near Shoranur, Kerala), Kolappiran temple at Tiruvallaval 
(near Chengannur, Kerala), Pampanaiyappan temple at Tiruvanvandur 
(near Chengannur, Kerala), Abhayaprada temple at Tiruvittuvakkodu 
(near Shoranur, Kerala), Amrtanarayana temple at Tirukkadittanam (near 
Changannassery, Kerala), Tirukkuralappan temple at Tiruvarnvilai (near 
Changannassery, Kerala), Tirukkuralappan temple at Tiruvanparisaram 





1 A decade in Tiruvaymoli (4.1.1-11) beginning with ‘Oru nayakamay...’ had been 
allotted to this temple as a special case by the Saint Ramanuja, the profounder of 
Visistadvaita philosophy, who got back the icons of Narayana from the Islamic 
ruler of Delhi and reconsecrated the same in a new temple at this place. 

* The temple of Rajagopalasvami at Mannarkudi near Tanjore belonged to the 
early Cola period (c. 900-950 AD), indeed a post-Alvar period hence, obviously, 
had no chance of having the hymns of the Alvars. Varavaramuni known as 
Manavalamamuni, a prominent Acdrya in the Ramanuja school, had been 
instrumental to sanction a special grade of divya-desa, by allotting a decade of 
Tiruvaymoli (4.6.1-11) beginning with ‘Tirpparai yamini...’ to this temple, on par 
with other temples praised by the Alvars. 

> The dhruva-bera is of standing Visnu and no utsava-bera of Visnu but the utsava- 
bera of Sridevi known as Kamalavalli or Vasalaksmi is in the sanctum sanctorum. 

“ The standing icon of Visnu has the canopy over his head formed with Ananta’s 
hoods which is a rare one, for the serpent hood is generally found in the seated 
icons of Visnu. 
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(near Nagarkoyil, Kanniyakumari district, Tamil Nadu) and Deyvanayaka 
temple at Tiruvahindrapuram' (Cuddalore district, Tamil Nadu). 


Yoga-sthanaka icons of Visnu are found in the sanctum sanctorum 
of the following temples: Pundarikaksa Perumal temple at Tiruvellarai” 
(Tiruchchirappalli district, Tamil Nadu), Devadhiraja temple at 
Tiruvalundur’/Therazhundur (Nagappattinam district, Tamil Nadu), 
Saranatha temple at Tiruccherai* (near Kumbakonam, Thanjavur district, 
Tamil Nadu), Nanmatiya Perumal temple at  ‘Talaiccanga 
Nanmtiyam/Talaicchanganadu (near Mayiladuturai, Nagappattinam 
district, Tamil Nadu), Oppiliappan temple (Tiruvinnakar) near 
Kumbakonam (Thanjavur district, Tamil Nadu), Nilamegha Perumal 
temple at Nagappattinam (Nagappattinam district, Tamil Nadu) and also in 
the rock-cut cave at Tirumeyyam (Pudukkottai distict, Tamil Nadu). 


Bhoga-sthanaka Visnu is found in Harasapavimocana Perumal 
temple at Tirukkandiyur (Thanjavur district, Tamil Nadu), Nilamegha 
Perumal temple at Tirukkannapuram’ (Thiruvarur district, Tamil Nadu), 
Jagadraksaka temple at Tirukkoodalur (Atuturai Perumal Koyil) near 
Tiruvaiyaru (Thanjavur district, Tamil Nadu), Lokanatha temple at 
Tirukkannankudi (Nagappattinam district, Tamil Nadu), Bhaktavatsala 
Perumal temple at Tirukkannamangai (Tiruvarur district, Tamil Nadu), 
Purusottama temple at Tiruvan Purusottamam (Nangur, Nagappattinam 
district, Tamil Nadu), Perarulalan temple at Semponceykoyil (Nangur, 
Nagappattinam district, Tamil Nadu), Varadaraja temple at 
Tirumanikkiidam (Nangur, Nagappattinam district, Tamil Nadu), Srinivasa 
temple at Tiruvellakkulam (Annan Koyil, Nagappattinam district, Tamil 
Nadu), Tamaraiyalkelvan temple at Parthanpalli (Nangur, Nagappattinam 





! The dhruva-bera in this temple is one of the three wooden icons others being at 
Tirukkovilur (Tirukkovalur) and Kanchipuram (which is placed submerged in the 
water-tank viz. Anantasaras in Varadaraja temple). 

? The accompanying icons are Candra, Strya, Garuda, Ananta, Bhidevi and 
Markandeya, all made of mrd (processed earth) including the icon of Vismm. This is 
the only Yoga-sthanaka Visnu with more clustering deities. 

3 The clustering icons are identified as Garuda, Prahlada, Markandeya and Kaveri 
by the local priest. However, Ananta and Bhidevi will be more suitable instead of 
Prahlada and Kaveri as per the Vaikhanasa prescriptions. This is one of the places 
where Bhidevi is taken as Kaveri on account of the temple being near the river 
Kaveri and a local legend had been formed to justify this. 

4 Here too, Bhiidevi in ekajanukrama posture parallel to Markandeya is taken as 
Kaveri. 

> Visnu has prayoga-cakra on the upper right hand. This is the only temple where 
Bhoga-sthanaka Visnu is accompanied with also Garuda and Dandaka, both of 
them at the height of eye-level (netra-anta) of Visnu. 
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district, Tamil Nadu), Alakar temple at Tirumaliruncolai (Alakar Koyil, 
Madurai district, Tamil Nadu), Ninra Narayana temple at Tiruttankal’ 
(Virudunagar district, Tamil Nadu), Kalamegha Perumal temple at 
Tirumokur (Madurai district, Tamil Nadu), Adinatha (Adippiran) temple 
at Tirukkurukur’ (near Tinunelveli, Tuticorin district, Tamil Nadu), 
Dipaprakasa (Vilakkoli Perumal) temple at Tirutthanka’ (Tuppul in 
Kanchipuram, Kanchipuram district, Tamil Nadu), and Bhaktavatsala 
Perumal temple at Tiruninravur (Tiruvallur district, Tamil Nadu). One can 
find a number of bhoga-sthanaka Visnu icons in the temples of post-Alvar 
period. The noteworthy icons are in Rajagopalasvami temple at 
Mannargudi (Thiruvarur district, Tamil Nadu) of early Colas and another 
one is Kaliyanartana Krsna temple at Uttukkadu (Thanjavur district, Tamil 
Nadu) of late medieval period. 


Bhoga-dsana Visnu icons are found in the sanctum sanctorum of 
Tanjai Mamanikkoyil at Thanjavur (Thanjavur district, Tamil Nadu), 
Vayalali Manavalan (Vedarajan) temple at Tirunagari’ (Nagappattinam 
district, Tamil Nadu), Jagannatha Perumal temple at Nandipura 
Vinnakaram (Nathankoyil, near Kumbakonam, Thanjavur district, Tamil 
Nadu), Nara-Narayana Perumal temple at Manimadakkoyil (Nangur, 
Nagappattinam district, Tamil Nadu), Kudamadukittan temple at Arimeya 
Vinnakaram (Nangur, Nagappattinam district, Tamil Nadu), 
Adijagannatha Perumal temple at Tiruppullani, (Ramanathapuram district, 
Tamil Nadu), Makara Netunkulaikkatan temple at Tirupperai (near 
Srivaikuntham, Tuticorin district, Tamil Nadu) and Vijayaraghava Perumal 
temple at Tirupputkuli (Kanchipuram district, Tamil Nadu). The Bhoga- 
asana Visnu in Vaikunthanatha temple at Vaikunta Vinnagaram (Nangur, 
Nagappattinam district, Tamil Nadu) is noteworthy as Visnu, consorted 
with three Devis viz. Sridevi, Bhidevi and Niladevi, is depicted seated on 
the Ananta’s couch under the canopy formed by the latter. Both dhruva- 
bera and utsava-bera are in the same depiction. Another noteworthy 
bhoga-asana almost identical with the above but with two consorts is in 
Vijayasana Perumal temple at Varagunamangai (near Srivaikuntham, 
Tuticorin district, Tamil Nadu). The Bhoga-asana Visnu icons of post- 
Alvar period are found in many places. One such noteworthy icon is in 
Jagannatha Perumal temple at Tirumalicai (Tiruvallur district, Tamil 


' The icon of Visnu is accompanied with five consorts, a rare group and all of them 
of mrd (processed earth). 

? This is the birthplace of the Vaisnava hymnist saint NammAalvar. 

3 This is the birthplace of Venkatanatha known as Vedantadesika, a prominent 
acarya of Ramanuja’s Visistadvaita School. 

4 This is the birthplace of the Vaisnava hymnist saint Tirumankai Alvar. 
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Nadu). Vaikunthavasa temple at Nemili of the Pallava’ ruler 
Nrpatungavarman is earlier to Tirumalicai and this temple houses a tall 
icon of Bhoga-asana Visnu. The dhruva icon (Plate XVI-c) in Pravalavarna 
(Pavalavannan) temple, seated under the canopy of Adisesa, may be taken 
as vira-dsana. 


The dhruva-beras in Sayana (recumbent) aspect are noticed in 
Ranganatha temple at Srirangam (Tiruchchirappalli district, Tamil Nadu), 
Vativalakiya Nampi temple at Anbil near Tiruchchirappalli, at 
Tirukkarambanur (Uttamar Koyil, Tiruchchirappalli district, Tamil Nadu), 
at Pullamboothankudi near Kumbakonam (Thanjavur district, Tamil 
Nadu), Appakkutattan (Plate XXV-a) at Tirupper Nagar (Koyiladi, 
Thanjavur district, Tamil Nadu), at Adanur near Kumbakonam (Thanjavur 
district, Tamil Nadu), at Tiruvelliyankudi (near Kumbakonam, Thanjavur 
district, Tamil Nadu), Vatapatrasayi temple (Plate XXV-b) at 
Srivilliputtur’ (Virudunagar district, Tamil Nadu), Kitantanambi tekple at 
Tirukkurunkudi (Plate XXIV-b), Kayccinavendan temple at 
Tiruppulinkudi (near Srivaikuntham, Tuticorin district, Tamil Nadu), 
Vaittamanidhi Perumal temple at Tirukkolur’ (near Srivaikuntham, 
Tuticorin district, Tamil Nadu), Yathoktakari temple at Tiruvehkha* 
(Kanchipuram, Kanchipuram district, Tamil Nadu), sayana-Visnu in the 
shore temple at Mamallapuram‘* (Kanchipuram district, Tamil Nadu), 
Viraraghava Perumal temple at Tiruvallur (Tiruvallur district, Tamil Nadu) 
and Ranganatha temple at Mandankudi’, belonging to post-Alvar period 
(Thanjavur district, Tamil Nadu). Amongst the early yoga-Sayana icons of 
Visnu, the one in the rock-cut cave at Tirumeyyam (Pudukkottai distict, 
Tamil Nadu) is noteworthy, for this is the only one in uttama-yoga-Sayana 
pose. 





' This is the birthplace of the Vaisnava hymnist saint Periyalvar and the only 
female Vaisnava hymnist saint Antal (Goda). 

* This is the birthplace of the Vaisnava hymnist saint Madhurakavi Alvar, a sincere 
devotee of another hymnist Nammalvar. 

° The temple faces the west. The recumbent icon of Visnu has leftside inclination 
following the injunction that the head should not be on the north. 

* This icon carved out of living rock is the ancient one praised by the Alvars 
especially by Tirumankai Alvar, who mentions that the lord Visnu in Sayana aspect 
resides with Siva, the one who dances in the crematorium (Periya Tirumoli, 2.6.9). 
The present temple in the heart of the town was built during 15" century AD by 
Vijayanagara rulers and was consecrated under the auspicious presence of 
Pillailokam Jiyar, a prominent Vaisnava Acarya who authored the famous work 
‘Yatindrapravanaprabhavam, the life sketch of Manavalamamuni. 

° This is the birth place of the Vaisnava hymnist saint Tondaradippodi Alvar. 
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: The dhruva-beras of Visnu in vira-Sayana aspect are found in 
Sarngapani temple at Kumbakonam (Thanjavur district, Tamil Nadu) and 
Parimala Ranganatha temple at Tiruvindalur (near Mayiladuturai, 
Nagappattinam district, Tamil Nadu). This is based on the injunction that 
in vira-Sayana aspect, Sridevi and Bhidevi must be shown below the 
serpent’s couch in ekajanukrama posture in the place of pujaka-munis 
(worshipping sages) on the right and left side respectively in between 
kautuka-bera (brahma-pada) and side walls. 


According to the concept of bhoga-sayana i.e. accompaniment of 
Sridevi and Bhidevi on the Sesa-bhoga (Ananta’s couch), irrespective of 
their placement and hand positions, the dhruva-beras in the following 
temples are taken as Bhoga-Sayana: Krpasamudra Perumal temple at 
Sirupuliyur' (near Mayiladuturai, Nagappattinam district, Tamil Nadu), 
Govindaraja temple at Tiruccitrakutam* (Chidambaram, Cuddalore 
district,Tamil Nadu), Gajendravarada temple (Plate XXV-c) at 
Kapisthalam (near Papanasam, Thanjavur district, Tamil Nadu), 
Ranganatha temple at Tirutterriyambalam (Nangur, Nagappattinam 
district, Tamil Nadu), Anantapadmanabha temple at Thiruvananthapuram® 
(Kerala) and Adikesava temple at Tiruvattaru’ (Kanyakumari district, 
Tamil Nadu) and also Govindaraja temple at Tirupati.” A beautiful bhoga- 
Sayana icon is noticed in Ranganatha temple at Erode, belonging to the 
period of imperial Colas and the temple bears inscriptions of the Colas in 
support. 





' Like Srirangam (near Tiruchchirappalli), the temple and thesayana-bera face the 
south. The image is smallest of the ones found in the divya-desas. The temple has a 
separate individual shrine for Ananta. 

The temple is in the premises of Nataraja temple. During the period of Cola ruler 
Kulottunga IT (c. 1133-1163 AD), the bronze icons had been thrown out and 
temple was closed, on account of Saiva-Vaisnava conflicts. The metal icons had 
been collected by the saint Ram4nuja and installed at Tirupati. This temple had 
been once again consecrated by Mahacarya (Dottacarya), the author of 
Candamarutam and a number of Visistadvaita works, during 1516" centuries 
AD. 

> The largest icon of Visnu is to be viewed through three dvaras (entrances) of the 
sanctum. 

4 The temple faces the west. Therefore, probably, the recumbent icon of Visnu has 
left-side inclination following the injunction that the head should not be on the 
north. 

5 The utsava-beras thrown out from the Govindaraja temple of Chidambaram were 
collected by Ramanuja who, later on, consecrated the same here after the 
construction of a sanctum in the present temple at Tirupati and adhruva-bera of 
Sayana Visnu. 
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The temples with abhicarika icons are not traceable.’ The plausible 
reasons for the same are the following: 


a) The icons and the temples for abhicarika purpose are made of 
perishable material and they are created only for a short duration. 


b) Like the abhicara rites included in the Vedas, the Vaikhanasa 
Agamas also include this type but it is not vidhi (injunction) for all. 


c) A number of contemporary literatures like Avantisundarikatha of 
Dandin mention the prevalence of abhicara practices in general but 
they are silent as to whether such practices existed in the temples or 
any public places meant for worship. 


d) Vira type of icons of Jamadagnya, etc., and their worship alone 
could serve the purpose of abhicara; however, we do not come 
across even vira type in ekabera-krama worship. 


e) There is a provision to convert abhicarika icons into any other 
normal ones (yoga and bhoga) by the addition of clustering and 
accompanying icons. 


Four-fold icons, Vyiha icons and Pajicavira icons 
The Vaikhanasa treatises mention four types viz. sthanaka, asina, 
Sayana and yanaka, which in Alvars’ words are ‘ninran’, ‘iruntan’, ‘kitantan’ 
and ‘natantan’ respectively. This is followed in some of the temples. 


Saumyanarayana Perumal temple at Tirukkottiyur (near 
Tiruppattur, Sivagangai district, Tamil Nadu), Kitalalakar temple at 
Madurai (Madurai district, Tamil Nadu), and Vaikuntha Perumal temple 
(Paramesvara Vinnakaram) at Kanchipuram (Kanchipuram district, Tamil 
Nadu) — all belonging to the period of Alvars or earlier, are three-storeyed 
temples accommodating dhruva-bera of Visnu in three stances viz. 
sthanaka, dsina and Sayana in three garbha-grhas one above the other the 
order, however, being different in all the three. Sundaravarada Perumal 
temple of post-Alvar period excels in all, for it is meant for navamarti- 
pratistha, accommodating five Vyiha forms in addition to Narasimha, 
Varaha, Nara-Narayana, in nine different garbha-grhas, four on the ground 
floor, four on the middle floor and one on the top floor. Gopalasvami 
temple at Mannarkoyil (Tirunelveli district, Tamil Nadu) of first half of 11" 
century AD is noteworthy and this is the last in chronological order for the 
three-stoteyed temple housing dhruva icons of Visnu in three postures. 


Two temples of the period prior to and contemporary of Alvars are 
also noticed. The temple at Tirukkurunkudi (Tirunelveli district, Tamil 


The abhicara aspect is detailed in the Chapter on Dhruva images. 
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Nadu) has different individual shrines for all three postures. Even the 
utsava icons are installed in accordance with the injunctions of the Agamas. 
In Tirunirmalai (Chennai, Tamil Nadu), the same is followed but the Gsina 
is Narasimha and ydanaka is of Trivikrama. In Nilamegha Perumal temple 
at Nagappattinam (Nagappattinam district, Tamil Nadu), sayana and dsina 
icons of Visnu are installed in different shrines within the temple probably 
by 11" century AD. 


As far as Paficaviras are concerned, the sub-vyiiha in Vaikhanasa 
works known as Manusa-Vasudeva group, two temples are available — 
Srinivasa temple at Nacchiyar Koil (Tirunaraiyur) near Kumbakonam 
(Thanjavur district, Tamil Nadu) and Parthasarathi temple at 
Tiruvallikkeni (Chennai, Tamil Nadu). It is to be noted that the former is 
on the bank of river and the latter is adjacent to the sea (Bay of Bengal), 
probably as per injunction of the establishment of the temple of Paficavira, 
prominent in early local traditions of Tamil Nadu and Pajficaratra tradition 
and, therefore, adopted as sub-vyiiha form but not on par with Visnu of 
Vaikhanasa system. 


Avatara forms in the Temples 

Matsya and Kirma forms are not represented in any individual 
temple in either zoomorphic or hybrid form, for the Vaikhdnasa works are 
particular that they should be installed in the group of all avatara forms. 
One can find such group of late medieval period in Kallalakar temple at 
Tirumalirumcolai (Alakar Koyil) and in Pundarikaksa temple at 
Tiruvellarai. In a place known as Srikurmam (Srikakulam district, Andhra 
Pradesh), probably of 12" century AD or later, the dhruva-bera is in the 
form of kiirma (tortoise) where a sthalapurana exists for the representation 
of this form in the temple but without any sanction of Vaikhdnasa works. 


Varaha, one of the trinity of avatara represented in plastic art form 
all over India, had been allotted a few temples. Jhanappiran temple 
(Adivaraha cave temple - Paramesvara Mahavaraha Visnu-grha) at 
Mamallapuram and Nityakalyana Perumal temple at Tiruvidaventai are the 
ancient ones. Right from 13" century AD, sub-shrines had been 
constructed within the temples like Srirangam. On the Tirumala (Tirupati) 
hills, the land of Varaha, the first offering is even now made to Varaha 
situated on the northern bank of the temple-tank (svami-puskarini). 
Another temple of Varaha (Bhiivaraha) at Srimushnam (Cuddalore 
district, Tamil Nadu), probably dated to 14 century AD or later, is 
noteworthy for the Varaha theme. The beautiful dhruva icon is small in 
size but Bhidevi is not represented here. Pushkar (near Ajmer in 
Rajasthan) is called Varaha-ksetra, where Varaha is believed to have 
manifested in the form of holy water (tirtha-svaripi). 
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The temples of Narasimha on the hills and rock-cut caves have 
been found in addition to the structural temples - Yoganarasimha temple 
on the hill at Colasimhapuram' (present Sholinghur, Vellore district, Tamil 
Nadu), Yoganarasimha temple at Velukkai (Kanchipuram, Tamil Nadu), 
Laksminarasimha temple at Tiruvali? (near Nangur, Nagappattinam 
district, Tamil Nadu) and Laksminarasimha temple at Ahobalam* 
(Cuddapah district, Andhra Pradesh). Apart from these temples of pre- 
Alvar period, a number of temples had been erected for Narasimha during 
the Colas. Some of them are in Varadaraja temple at Kanchipuram, 
Narasimha temple at Ennayiram (Villupuram district, Tamil Nadu) and 
Laksminarasirhha temple at Palaiyasivaram (Kanchipuram district, Tamil 
Nadu) in addition to a number of smaller temples. It is to be noted that 
icon of Narasimha is generally not in Hiranyavadha type but as 
Yoganarasimha or Laksminarasimha. The dhruva-bera alone is in the 
hybrid form in all the temples which is the rule in the Vaikhanasa works. 
The sthalapurana of Colasimhapuram (Ghatikdcala-mahatmya) details the 
descent of Narasimha on the hill for a ghatika (24 minutes) on the request 
of the Sapta-rsis. In addition, it had given rise to Hanuman (Afijaneya) who 
is represented, on a small hill opposite to the hill of Narasimha, in yogic 
posture with four hands holding cakra, Sankha and japamala in the hands. 


The concept of Sudarsananarasimha promoted individual 
temples/shrines (but as ariga-alaya or parivdra-dlaya) for Sudarsana with 
Narasimha on reverse side in almost all temples especially at the places 
such as Kanchipuram and Tirumokur (near Madurai). Laksminarasimha 
temple at Simhachalam (Andhra Pradesh) is another important temple for 
Narasithha which is almost in consonance with the prescriptions of the 
Vaikhanasa works. 


Apart from the panels of Trivikrama found in rock-cut caves, one 
can find individual temples of Trivikrama in three places which had been 
praised by the Alvars. The wooden dhruva icon in Trivikrama temple at 
Tirukkovilur (Villupuram district, Tamil Nadu), praised by the early 


' The temple praised by Nammalvar and Tirumankai Alvar and visited by 
Ramanuja was almost closed by the time of Islamic invasion. The temple was 
renovated and reconsecrated by Mahacarya (Dottacarya) in 15" century AD. 
However, the utsava-beras had been installed in the ancient temple in the middle 
of the town in order to conduct all sorts of utsavas. 

2 This is the only early temple of Laksminarasimha, with Laksmi seated on the 
right thigh of Narasimha. 

* Hiranyavadha Narasimha in the narrow cave on the hills of Ahobalam appears to 
be ancient. Other eight structures for eight types of Narasimha are probably of the 
Kakatiya period (c. 12" century AD) and later. 
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Alvars, must be the ancient one. The smallest Trivikrama image made of 
processed earth (mrd) is found in the Trivikrama (Tadalan) temple at 
Sirkazhi (Nagappattinam district, Tamil Nadu) and the tallest stucco icon is 
in Ulakalanta Perumal (Urakam) temple at Kanchipuram. No other 
temples are traceable. A sub-shrine of Vamana (Tirukkuralappan) i is found 
in Ranganatha temple at Srirangam of middle of 13" century AD. 


Though there is a strict rule that Trivikrama should be represented 
in striding attitude only in the dhruva form, a beautiful metal image of 
eight-armed Trivikrama well-balanced and standing on one leg found at 
Singanallur (Coimbatore district, Tamil Nadu) poses some problems as to 
whether the Vaikhanasa rules had been neglected by the sculptor in order 
to prove his grand skill in creating such a beautiful icon. K.V. Soundara 
Rajan too opines that the injunctions are not followed in this case.’ The 
rules of the Agamas and Silpa texts had been strictly followed in South 
India and Deccan. Therefore, there had been no chance for such 
representations. There is a provision to make the dhruva icon out of metal 
and fix it on the pedestal the same way the stone icons are set up as acala 
or sthavara (stationary) icon. This Trivikrama icon, measuring 43 cm, could 
have been made for the same function but could have been removed from 
its pedestal in later times and used as cala or jangama (movable) icon, on 
account of the ignorance of the priests in the temples as is also observed in 
other places. 


No temple, either as svatantra-dlaya or anga-dlaya, of Jamadagnya 
is traceable under worship right from the early period. This is probably 
because the worship of Jamadagnya is not meant for common man and 
moreover, his temple is supposed to be constructed in an isolated place. 
Jamadagnya included in the cult of Renuka or Ellamma still remains in ue 
Karnataka and other sorts of Tantric practices in Orissa and other places.” 


Almost right from the period of early Colas, individual temples had 
been erected for Rama. The earliest one is the Kodandarama (Ayodhya 
Perumal) temple at Madhurantakam (c. 907-955 AD). Here both dhruva 
and utsava icons are the representations of Rama, Sita and Laksmana. 
Vaikhanasa rule that the kautuka-bera must be of four-armed Visnu is 
strictly followed. Kautuka-bera alone receives nitya-utsava and all sorts of 
annual festivals; the icon of Rama is carried out of the temple in procession 





' Soundara Rajan, The Art of South India: Tamil Nadu & Kerala, p.141 

2 A detailed study of Parasurama Cult has been carried out and the same is 

presented by Thomas Eugene Donaldson in ‘The Cult of Parasurama and its 

Popularity in Orissa’, Studies in Jain Art and Iconography and Allied Subjects, 
pp.159-192 (with plates). 
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twice in a year. It is interesting to note that there is a local tradition 
(sthalapurdna) in justification of the Kautuka-bera being treated with 
importance here. Rama, while returning to Ayodhya after killing Ravana, 
got stuck on the nearby hill and landed here and worshipped the kautuka 
icon known as Karunakara hence, the special care. Such sthalapuranas are 
found in almost all religious places. 


A number of temples dedicated to Rama are found in the 
inscriptions as well as in monuments. Among the avatara forms, Rama 
shrines are more in general, either as sub-shrines (ariga-dlaya) or individual 
temples (svatantra-alaya). 


Individual temples for Balarama are not traceable; his icon is 
installed as one of the accompanying icons at Nacchiyar Koyil and 
Tiruvallikkeni. In some places he is represented as a companion to Krsna, 
who became prominent in worship in later times. Such sub-shrines are 
found at Padmavati temple at Tiruccukanur (Alarmelmangapuram) near 
Tirupati (Chittoor district, Andhra Pradesh) and Govindaraja temple at 
Tirupati, belonging to pre-Ramanuja period. 


We come across a number of temples of Krsna but Krsna is not 
depicted in dhruva form, following the Vaikhanasa rules meritoriously. The 
same rule had been followed even in later period. However, one can find 
stone dhruva-bera of Rajagopala at Kavalampadi (Nangur, Nagappattinam 
district, Tamil Nadu). Rajagopala is accompanied with Rukmini -and 
Satyabhama. This temple is praised by Tirumankai Alvar and hence is 
dated before his period. As such, a question rises as to whether the 
Vaikhanasa system was partially followed. The dhruva icons might have 
been replaced with the present one in later times with a concept of 
depicting the lord as Krsna himself as described in the hymns of the 
Tirumankai Alvar. 


One can find the rule regarding Krgsna’s icons is followed in later 
times too, well in post-Alvar period. In Rajagopalasvami temple at 
Mannargudi (Thiruvarur district, Tamil Nadu) of early Colas, the utsava 
icon is Rajagopala accompanied with Rukmini and Satyabhama. The 
dhruva-bera is of four-armed Visnu, known as Vasudeva, in bhoga- 
sthanaka aspect. Visnu and the devis have kirita-makuta applicable for the 
high-grade deities. Even kautuka-bera and snapana-bera are four-armed 
Visnu, in strict adherence to the prescriptions of the Agamas. Similarly, in 
Kaliyanartana Krsna temple at Uttukkadu (Thanjavur district, Tamil 
Nadu) of late medieval period, the utsava-bera is depicted dancing on 
Kaliya’s hood and he is accompanied with Rukmini and Satyabhama. The 
dhruva-bera is four-armed Visnu (Vasudeva), accompanied with Sridevi 
and Bhidevi. 
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In the Pandavadita (Padakam) temple at Kanchipuram, Krsna is 
depicted in the form of dita (messenger) with two arms. Here the colossal 
form is his visvaripa (full gigantic form) displayed in the court of 
Dhrtarastra. This is a convenient way to represent the full form of Visnu 
and his nature of all-pervasiveness, without any complication but 
emphasizing the greatness of the Supreme One. 


Dhruva icons of Krsna in sub-shrines became prevalent almost right 
from 13” century AD. The hymns of the Alvars were instrumental in 
installing the metal icons of Krsna in main sanctum sanctorum itself as 
Nartana-krsna or Santana-krsna, and both simultaneouly in some places. 


Buddha is not represented in any of the Visnu temples both before 
or after the period of Alvars. One cannot find even Buddha depicted in any 
of the niches in the temples of South India till 10 century AD except the 
one on the external wall of Vaikuntha Perumal temple at Kanchipuram. 


Gajendramoksana (Karivarada) represented in plastic art form in 
the panels and rock-cut caves could not be produced in the sanctum but the 
theme had given way to the promotion of the icons generally known as 
Varadaraja, the best generous boon-giver, confirming the mercy and 
compassion of Visnu. This theme, in addition to the hymns of the Alvars, 
had been instrumental for the erection of the temples for Astabhuja Visnu 
(Astabhujakara Perumal) at Kanchipuram. 


Laksmi’s representation in the form of Srivatsa and Sridevi on the 
right side of Visnu existed almost from the early period and it became the 
rule to create the icon of Visnu with Srivatsa on the chest or addition of the 
same as a permanent ornament. Her representation as four-armed seated 
Svatantra-laksmi finds its earliest germ only in the Vaikhanasa works. It 
indicates Laksmi’s individual representation and, in the early times, her 
icon in the main sanctum itself. In later times, prior to 10-11" century 
AD, individual shrines as anga-dlaya had been constructed in the temple 
complex itself. Even now, her icon is not carried in procession (vithi- 
bhramana) outside the temple complex but within, with the concept of 
Jyestha-mahisi (queen). In many temples, a number of festivals are 
celebrated to Laksmi (Tayar in Tamil) almost on par with the main icon in 
the main sanctum sanctorum. Dvaralaksmi, represented in plastic art form 
right from the 2" century AD, became a symbol of every temple-edifice of 
brahmanic cults as well as Jainism. Goda (Antal), a typical South Indian 
female hymnist conceived to be another form of Bhtdevi and sometimes 
Sridevi herself, had been allotted a separate shrine in the temple complex 
almost by the same period of Svatantralaksmi. Niladevi, an eternal 
companion of Visnu in the Celestial Abode, is not represented in plastic art 
form except in Vaikuntha Perumal temple at Vaikunta Vinnakaram (near 
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Nangur, Nagapattinam district, Tamil Nadu) and Ninra Narayana temple at 
Tiruttankal’ (Virudunagar district, Tamil Nadu), for both the temples are 
considered to be equal to Vaikuntha, the Celestial Abode of the Supreme 
One. Durga, manifest form of Visnu-maya and represented in the plastic 
art form almost in all Vaisnavite rock-cut caves, had been represented on 
the external wall of the main sanctum in the northern antarala. However, 
she had occupied a prominent place in Sakta and Saiva cults even to the 
extent that she is the incarnation of Parvati, spouse of Siva, and sometimes 
Kali or Bhadrkali as a rival of Siva where the impact of Tantric tradition 
cannot be denied. 


Among the parivadra-devatas, Sudarsana, Senesa, Ananta and 
Garuda had received a special place in the temples. Sudarsana is 
represented in cakra form or personified one and sometimes both. Senesa 
(Visvaksena) is represented on the north-east corner of the main sanctum 
either in a small ariga-dlaya or asraya-dlaya. In Vaisnavism of South India, 
SeneSa has been receiving special honour as dcadrya next to Narayana 
consorted with Sridevi. Garuda is represented in a small ariga-dlaya exactly 
in front of the sanctum almost everywhere. Ananta is included in the 
parivara-dlaya; however, he is allotted a separate shrine at Sirupuliyur 
(near Mayiladuturai, Nagapattinam district). These four divinities either in 
dhruva form or utsava (metal) form became necessary in every temple 
conducting festivals. Another important deity is Afijaneya (Hanuman) 
whose individual shrines in front of the temple but generally outside 
started almost right from the time individual temples had been erected for 
Rama. Hanuman has got a status of being smaller vehicle (Ciriya Tiruvati) 
whereas Garuda is higher vehicle (Periya Tiruvati). Almost by the time of 
Vijayanagara rulers, Hanuman became very prominent especially in the 
Madhva Vaisnava tradition. A number of individual temples had been 
constructed for Hanuman especially on the riverbanks, for instance, 
temples at Nallattoor (near Tiruttani, Tiruvallur district) and Tiruvallur, 
both on the bank of the river KuSasthala. The concept that Hanuman 
solves all the mundane problems and is beneficial for the welfare raised 
this deity to a higher level. As such, Hanuman is represented even with 
three eyes and ten hands, for instance, a beautiful Afijaneya with three 
eyes and ten hands at Anantamangalam (near Mayiladuturai, 
Nagappattinam district). In all above features, the influence of Paficaratra 
system to a certain limit cannot be denied. 


The construction of Visnu temples which was full-fledged till the gt 
century AD did not continue with the same tempo afterwards. However, 


' The icon of Visnu is accompanied with five consorts, a rare group and all of them 
made of mrd (processed earth). 
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one can come across a number of Visnu temples constructed by the Colas 
and Pandyas. The plausible reasons are the following: 


a) Most of the patrons of the temples preferred to renovate and 
reconstruct the existing temples with better material including 
addition of a number of small shrines by extending the temple 
premises. 


b) The temples of Visnu with the brand of ‘divya-desa’ on account 
of being praised in the hymns by Alvars were preferred to the 
new ones. 


c) The domination of Saivism right from the period of the Pallava 
ruler Narasimhavarman II Rajasimmha developed more in the 
period of the Colas gave rise to a number of huge Siva temples 
in South India based on the Saiva Agamas. 


d) The dominance of Mahesvara and Kapalika Saivism which 
caused strong rivalry between Vaisnavism and Saivism reached 
its peak in 10-11" century AD. 


One should note that a number of inscriptions found in most of 
Visnu temples confirm the construction of new Visnu temples as well as a 
number of renovation works. However, the temple construction of pre- 
Cola period cannot be compared with the later period. 


Contribution to religious cults 

Vaikhanasa treatises mention a number of icons of deities generally 
classified as parivara-devatds and dvarana-devatas. It is to be noted that 
Vaikhanasa tradition had accommodated almost all the divine beings or 
supernatural beings who received homage and honour in local traditions as 
well as the ones prominent in other cults that penetrated into the land 
where Vaikhanasa tradition originated i.e. South India. The early period of 
Vaikhanasa Agamas i.e. prior to 6" century AD did not have any problem 
to maintain the cult of Visnu alone. However, the later part was crucial for 
the tradition when many minor cults like different branches of Saivism viz. 
Mahesvara, Kapalika and Kalamukha as well as Sakta, all originated in 
Karnataka and in the Deccan started spreading into the Dravida land. Like 
the Vaisnava saints Alvars, the Saiva saints viz. Ndyanmars too opposed to 
such cults which were different from the Saivism of Dravida land having its 
roots on the bhakti cult rather ritualistic aspects alone. As pointed out by 
K.R. Srinivasan, liriga, Jyestha, Gajanana and Sapta- -matr-gana were 
introduced in South India outside Tondaimandalam' and they had been 


! Tondaimandalam is the region on the northern side of the river Kaveri 
sometimes extended upto the river Godavari. 
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introduced in plastic art form in the Tondaimandalam right from the time 
of the Pallava ruler Rajasimha.' 


It was the time a number of Sakta and Mahesvara divinities 
occupied a prominent place and they were almost supported by the masses 
on account of its attraction to the mundane results. The Vaikhanasa 
tradition had accommodated all these divinities such as Jyestha and 
Saptamatr-gana and sanctioned them a grade on par with Vaikhanasa 
divinities by allotting more or less appropriate mantras’ from Vedas or 
Vaikhanasa-mantraprasna, said to be authored by the sage Vikhanas, 
obviously in order to get the support from the masses. Therefore, their 
presence became prominent in all the rituals both in temples and houses 
and, therefore, they are invoked even now, in the pitchers, utensils and 
other materials (dravyas) meant for every ritual. 


In this connection, the Vaikhdanasa treatises even allot places in the 
temple premises as well as in the human settlement compromising with 
other aspects carefully but at the same time, not being overpowered by 
them. That is why the treatises mention a number of festivals for the village 
and local divinities which can be celebrated at different seasons in a year 
but without clashing with other temples. Moreover, bali-dana (offering 
anna-bali) in front of their temples or dhvaja-stambha during the 
Mahotsava of the Visnu temples is a sort of smart way of their approval as 
well as the declaration of the festival and to avoid the festivals in other 
temples during the period. 


Therefore, it is no surprise that the icons of Jyestha and Saptamatr- 
gana are available in the Siva temples and are hardly traceable in the Visnu 
temples. However, it is to be noted that their grade on par with Vedic 
divinities was elevated for the first time by the Vaikhdnasa tradition. Thus, 
it was a good start for the Sakta cult. 


The same is applicable to Nava-grahas, Gajanana (Vakratunda) 
and Subrahmanya too. Even now, generally the icons of Nava-grahas and 
Subrahmanya are found in Siva temples whereas the icon Gajanana is 
found also in Visnu temples generally on the external wall in the southern 
antarala next to the garbha-grha parallel to Durga placed on the northern 


‘KR. Srinivasan, op. cit., p.2. 

* There are two types of Mantras viz. mirti-mantra and Paramatmika-mantra. 
Miurti-mantra has the names of particular deities and Paramdatmika-mantra has the 
words almost appropriate to the deities but, at any level, not overhpping the 
Supreme One ie. Visnu. It is to be noted that all the divinities added later do not 
have any particular mantra but the Vaikhanasa tradition had allotted some mantras 
to them which are common to many divinities. 
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antardla, The earliest such representation is noticed in the three-storeyed 
rock-cut cave at Undavalli (near Vijayawada, Andhra Pradesh) and 
Nityakalyana Perumal temple at Tiruvidaventai. 


The icon of Gajanana, a signature-icon of the Calukyas,’ found in 
the non-Pallava region in the early period and introduced in the region of 
Pallavas during the period of Rajasimha, had been allotted a prominent 
place in the Vaikhanasa works prior to him. Similarly, Skanda who became 
prominent in plastic representations by this period had already occupied an 
important place in the Vaikhanasa works. The special puja to them in the 
prayascitta (expiatory) rituals in the temples show their role in the works. 
This could have been the main reason for the promotion of these two 
divinities and the formation of two major cults on their names viz. 
Kaumara and Gdanapatya. 


The linga worship of Siva, a feature of Mahesvara cult of Karnataka 
and the Deccan and which spread into southern part of Dravida region and 
followed in the northern part of the same region by the time of the Pallava 
ruler Rajasimha, for the first time got mentioned in the schools of Marici 
and Bhrgu which started a new way of worship of the Trinity in the 
Trimurti-pratistha and later concentrated on Dvimiirti-pratistha consisting 
of Visnu and Siva with both of them in coordinating status, thus, giving way 
for the further promotion of the cult of Siva i.e. Saivism. However, whereas 
the icon of Siva is not traceable in the Visnu temples in the post-Pallava 
period, the icon of Visnu is represented in all Siva temples as one of the 
avarana-devatas or parivara-devatas also in the deva-kosthas, bhadra- 
kosthas, and griva-kosthas generally on the western side. 


Thus, the Vaikhanasa tradition, by offering the Vedic sanction to all 
the divinities, elevated or promoted their cults which almost right from the 
time of the Pallavas developed further with the patronage and favour of 
the masses. This is also, obviously, in consonance with the view of the 
Alvars. Nammilvar states that the Supreme One, Who is without beginning 
and end, is the promoter of all six religious sects but without any 
complications” and He is the focus point of all six religions.’ The same 
Alvar confirms that He is one but differently perceived by different 
religions.’ It is very clear that by the time of Nammalvar (prior to 6""— 7" 


: _& V. Soundara Rajan, Glimpses of Indian Culture, p.65. 


* Tiruvay moli, 1.3.5: ‘Pinakkaravaruvakaiccamayamum neriyulliyuraitta 
Kanakkarunalattanan antamilatiyampakavan’ 
Ibid., 3.1.4: ‘mattata palacamaya matikotuttay 
3 Ibid., 9.4.8: ‘uruvakiya arucamayankatkellam poruvaki ninran’ 
4 Thid., 4.2.4: ‘kotilavanpukal kontu camayikal 


petankal collip pitarrum piran paran’ 
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century AD), the six religious sects had developed, and, undoubtedly, 
obtained the Vedic status being supported by the Vaikhanasa tradition. 


Contribution to art and architecture 

The prescriptions and injunctions of the Vaikhanasa treatises had 
been almost strictly followed in South India as well as the Deccan which 
could have been the influence of the exchange of cultural features that 
took place due to continuous battle between the Pallavas, the Pandyas and 
the Ceras with the Calukyas as well as other sort of alliances between the 
Pallavas, Rastrakiitas and Gangas. The impact of this cultural exchange 
continued even in the medieval period. 


The survey of the icons in the temples and rock-cut caves prove 
that the system of iconography followed in them is not just representation 
in the plastic art form but its perfection is based on the religio-aesthetic 
concepts. 


The arcd-mirti, made of any perishable material, is not just an icon 
but also the living medium of worship of the deity instilled and installed in 
the garbha-grha. Hence, the Agamic treatises, both of Vaisnavism and 
Saivism, insist on the perfect shape and features of the icons and also the 
temple-edifices suitable for the installation and consecration. Therefore, 
the Vaikhanasa works are particular in these two aspects. 


Not only in the temples, but also in the rock-cut caves, the 
prescriptions of the Vaikhanasa Agamas had been faithfully followed 
especially in South India including the Deccan and in the region of the 
Eastern Calukyas. In comparison, the sculptors had been a little liberal in 
the Deccan whereas in the Southern part in the caves of the Pallavas, the 
Muttarayars, the Pandyas and the Atiyas, the sculptors’ freedom appears to 
have been not permitted. This clearly indicates the ritualistic injunctions of 
the Vaikhanasa Agamas. 


The multi-storeyed structures at Tirukkostiyur (Saumyanarayana 
Perumal), Madurai (Kitalalakar), Kanchipuram (Vaikuntha Perumal), 
Uttaramerur (Sundaravarada Perumal) and Mannarkoyil 
(Rajagopalasvami) are the best examples of the Vaikhanasa architecture to 
accommodate the icons of Visnu in three postures. It clearly shows how the 
Vaikhdnasa authors had planned very well for the consecration and 
worship of all forms of Visnu in the same structure. These structures, still 
intact in condition in spite of the changing climates, stand as the best 
examples of the strength and proper plan of architecture the Vaikhanasa 
Agamas insist upon. 


The iconography of Visnu’ in South India and partly in Karnataka 
and the Deccan is the influence of the Vaikhanasa Agamic treatises rather 
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than any other literature including the Pdficaratra works, for most of the 
Paficaratra works dealing with the iconography cannot be dated earlier 
than 10" century AD. Even the Purdnic descriptions of icons of Visnu do 
not completely match with the icons found in the South Indian temples and 
monuments where these icons almost agree with the prescriptions of the 
Vaikhanasa works. 


Further scope for study of Vaikhanasa treatises 

Out of the twenty-eight works of Vaikhanasa system, eight works 
have been so far published. In them, only the sections on Iconography are 
studied here. The sections on iconography in other remaining texts must be 
studied. However, this task involves a good effort to collect the works 
available in different scripts and in palm-leaf or paper manuscript form in 
the custody of the Vaikhanasa arcakas (priests). The collection of these 
manuscripts alone is a big task. Further, the iconographic details found in 
Vaikhanasa and Pdafcardtra works must be comparatively studied to 
identify some of the sculptures found all over India. 


The architectural part of the nine published works can be taken as 
initial work. The Vaikhanasa works detail different types of town-planning 
and civil and temple architecture. Khiladhikara of Bhrgu alone mentions 
thirty-two types of temple structures. The architectural part of these 
Vaikhanasa Agamas is not yet studied in detail though in last few years, 
Vimanarcandakalpa of Marici has been taken up for the study. 


The comparative study of Vaikhanasa and Pdajficardatra treatises on 
architecture (both civil and temple) is an interesting one which can be 
carried out by collecting these works available both in published and 
unpublished form and thereafter to be compared with the monuments so 
far traced out in order to further study and examine the view that 
Vaikhanasa works: had been followed mostly in South India and the 
Paricaratra works had been mostly followed in North India. 


